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I believe the power of observation in numbers of very young children to be 
quite wonderful for its closeness and accuracy. Indeed, I think that most 
grown men who are remarkable in this respect may… be said not to have 
lost the faculty, than to have acquired it; the rather, as I generally observe 
such men retain a certain freshness, and gentleness, and capacity of being 









Opportunities to see and hear things; new things, old things, strange things, 
beautiful things, fun things and ferocious things; things that mobilise, confuse 
and move; things that comfort, and things that inspire. A world with 
opportunities to see and hear, yes. But so much more: a world of 
opportunities to create – where everyone has substantial and sustained 
choices about what to do, what to make, what to be; with everyone drawing 
freely on their own powers and possibilities; their (individual and collective) 
experiences, ideas and visions. This is cultural democracy. This is when 
people have the substantive social freedom to make versions of culture. It is 
a state of the world that is possible. 
 
Wilson, N., et al., 2017 
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Module Submissions before the Thesis 
 
 PR7001: Research Methods for Professional Enquiry - 
Considering the relationship between the professional identity of male educators 
who are also musicians and the marginalisation of the foundation subjects in the 
new curriculum. 
This folkloristic study, concerned itself with the oral tradition and transmission of beliefs 
within a folk group; in this case an occupational folk group. Specifically, it was the intention 
to explore the educational, philosophical beliefs and concomitant curriculum ideologies of 
a group of male musicians, who were also teachers. Tensions between the participant’s 
beliefs, identity, and profession were explored; and whether these tensions manifested in 
any way as a folkloric item: That is to say rather crudely, a belief passed down orally 
through generations. 
 PR7002 Social Theory and Education: Key Issues and 
Debates - Rancière and the demise of the book. 
This paper was concerned with the future of the physical book, and what participants knew 
and perhaps held dear about it as an object. As something treasured, stored, loved and 
remembered. It drew as inspiration and data upon a question posed by Preston: ‘Is the 
demise of the book imminent?’, and the debate held by members of MirandaNet over a 
couple of days in response to the question. It was a paper that dealt with the books 
hypothetically anachronistic existence within the digital world of technology. Rancière’s 
work and the theoretical debates that his works present were first critically engaged with 
as the lens for the study. Then by systematic identification and exploration of the benefits 
and drawbacks of Rancière’s theoretical approaches, their relevance to social issues was 
highlighted through a folkloristic perspective. Finally, given this relevance, Rancière’s 
ideas were applied to the field of educational theory and practice, and original 
interpretations in exploring ‘the demise of the book’ were offered. 
 PR7003 - Policy Analysis for Integrated Services - The paradox 
of creativity in the forming of the ‘National Plan for Music’ policy 
It was the intention of this policy analysis to consider the place of creativity within the 
curriculum, given its current trajectory, specifically regarding its place within the learning 
and teaching of music. In order to undertake this, a theoretical framework based upon the 
‘policy cycle approach’ developed by Ball and others (Bowe et al., 1992; Ball, 1994a) was 
used to present one possibility of a trajectory analysis: trajectorial possibility analysis if 
you will. The theoretical framework distinguishes a number of different contexts, in order 
that a policy can be analysed in the varying stages of its existence: from its incipience to 
its implementation. As such, while two different texts were considered, one text in 
particular: a ‘Review of Music Education in England’ (Henley, 2011), as the incipience of 
the trajectory, was focused upon. This paper concluded with a brief evaluation of the text 
and the impact it has had on education practices. 
 PR7005: Creativity in Practice – Component 1 - A composition 
entitled – “Sparrows on the roof.”  
While this choral song was written in satisfaction for a component of my doctoral study. It 
was also performed with colleagues at the University of Bethlehem, and for a keynote 
speech at the annual Lapidus International Conference on autoethnography and 
songwriting. 
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 PR7005: Creativity in Practice – Component 2 - A comparative 
analysis of the creative process of a composer 
Considering various theoretical frameworks, such as the psychological investigations 
already undertaken which present the processes of ‘intuitive’ and ‘rational’ composers 
(Dingwall, 2008; Warnock, 1976), it was the aim of this critical reflection to enable a more 
holistic perspective on the existence of these two compositional types. Furthermore, this 
critical reflection was contextualised and supported through the professional application 
of creative practice in the writing of a choral piece and via the analysis of my own 
songwriting process in the making of it. The latter was achieved by utilising Cropley and 
Cropley’s (Cropley & Cropley, 2008) ‘Extended Phase Model of the Creative Process’, in 
the hope it might have led to a more informed pedagogy of songwriting, for myself and 
more broadly. Intrinsically, this critical reflection contemplated the educational context in 
the development of the creative process of songwriting to better appreciate how and why 
it seemed to be so important in the process of songwriting.  
 PR8002: Institutions, Discontinuities and Systems of 
Knowledge - An argument for making constitutional patriotism practically 
possible through the acceptance of the personal experience narrative as a folkloric 
form. 
Initially, this paper located my suggested praxis and discussion, by reflecting upon a 
particular group: the Federal Writers Project (FWP). The FWP was dealing with a 
contextually similar crisis during the advent of World War II, to the one widely understood 
to be occurring now; this included mass immigration. They were also responding to a 
similar backdrop of nationalistic ideas in the retrenching of nationalism and the rise of 
fascism. In opposition to these ideas, the FWP presented a way of understanding self, 
and personhood, not through grand narratives but through individual experience. 
Taking into account the pre-war praxis of the FWP, and then specifically considering the 
post-war, the 1970s and 1980s, revivalist work on verbal art by Dolby-Stahl, I then 
considered the 1948 (previously untranslated) work of Von Sydow on the personal 
experience narrative. It was the aim of this paper to present the personal experience 
narrative as a form that cannot be homogenised, is always different, and has to be 
experienced directly. Yet, is folkloric by virtue of two aspects. Firstly, by the individual’s 
performance of their own personal experience narrative. Secondly, that in this form, both 
collectively and within each narrative, a variety of local identities, resisting national or 
hegemonic narratives of a person’s experience can be seen. Moreover, it is a form that 
when performed invokes the same tensions, and intertextualities that have permeated the 
decades and still holds a relevance, and practicable aid, for the current crisis. 
I explored one aspect of this crisis and its ramifications: an individual’s construction of 
personhood. By situating our understanding of culture and human beings as theoretical 
constructs, I proposed that once expressed, a personal experience narrative, cannot only 
construct an individual’s sense of personhood, but also creates community, and works in 
opposition to nationalism. As such, the paper focused on qualifying the personal 
experience narrative as a folkloric form. 
 PR8001: Thesis in Context - An exploration of the dialectic between 
tradition and innovation in the art of composition. 
This paper was written to outline the methodological positions and intentions of study for 
my actual thesis. In particular, it considered the ethical ramifications of the kind of study I 
intended to undertake. 
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Abstract: Living and learning through song, 
by Simon E. Poole 
 
This autoethnography is concerned with the tension between innovation and 
tradition in the craft of songwriting and the learning this allows for. It is formed by 
two parts; the following written thesis and a choral song entitled ‘The Walk to Kitty’s 
Stone’. The work draws upon my own experiences whilst writing this song and 
qualitative data obtained through recorded discussions with other songwriters, with 
whom I am part of a folk group called ‘the loose kites’. The thesis is structured and 
viewed through a folkloristic lens. Bausinger’s work and his concepts of the spatial, 
temporal and social horizons expanding provide this lens and offer a theoretical 
framework for folk culture in the digital world to be investigated. Two research 
methods of songwriting are used within this framework to consider the learning that 
occurs. The first method allows for an expression of a psychogeographical 
understanding using a machine called a ‘Perambulographer’ which enabled me to 
draw graphic scores for composition while walking. The second method was an 
exercise in ekphrastic lyric writing. Learning is considered in terms of informal 
education, and music pedagogy and as such builds upon Green’s research. The key 
interpretations from the research highlight notions of authenticity, respect, political 
awareness and democratic values as significant features of songwriting. This study 
does not offer any new pedagogy but instead highlights how songwriting as ‘craft-
based practice as research’ might offer an opportunity for songwriters to appreciate 
the relationships and values that they embody in their practice, specifically with 
regards to their own identity, when teaching. The work proposes that a songwriter’s 
home and folk culture has a significant influence on their identity and how they write 
songs. The main advance in practice is the development of a theory of ‘be-longing’ 
underpinning the advocacy of a folkloristic disposition in the context of education. 
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Living and Learning through Song 
 
Overture: Introduction 
My name is Simon Ellis Poole, and I was born, on Friday the 26th of October, 
in 1979. This was the first of my misfortunes. At least I thought it was for 
many years, because the feast of Crispian was the day before, and growing 
up a Cheshiremon, learning that firing a bow was what we did, and had done 
at Agincourt 564 years earlier on that day, to win the great battle, always left 
me so closely disconnected. 
This feeling of a close disconnection continues. 
I was born in the Countess of Chester hospital, at 02:22am healthy, and 
taken home to live in my family home: ‘Homeward’ in Duddon, Cheshire, at 
Latitude 53°10'42.4"N, Longitude 2°43'43.1"W. Our village was originally a 
Roman settlement of Lavender fields, but when I grew up there it was 
famous only for ‘The Headless Woman’. A public house where a servant of 
Hockenhull hall, Grace Trigg was tortured and beheaded by Oliver 
Cromwell’s parliamentarian soldiers because she would not 
reveal the whereabouts of her master’s treasures. This pub, 
and most of the fields that I roamed as a child are mostly 
houses now. 
My mum, was a stay-at-home mum, and also propagated heather in a local 
nursery, she looked after me and my younger brother, who now serves in the 
RAF. My dad was an electrician. I wanted to be a pilot, or an electrician when 
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I was little but am severely protonopic – colour-blind – so was not able to be. 
My Grandpa, who shared this condition with me, also lived with us, he had 
served in Burma during World War II, and was well decorated for it. He also 
spoke Cheshire dialect. This fascinated me as I grew up, as something I 
could understand and was intimately connected with. I recorded him, wrote 
about it, studied a Masters degree in Folklore and Cultural Tradition because 
of it, and wrote poetry in it. Soaked up tales and words like a lexical sponge. 
He was one of my closest friends. 
None of my family played musical instruments. My dad had tried to learn the 
guitar when he was younger. My mum liked to sing hymns when she got the 
chance, but we were not churchgoers as a family. My grandpa said he could 
play the banjo and mouth organ, but I never saw him do so. My brother 
impersonates Elvis very well. But there were musical links and support. I was 
tenuously named after Paul Simon, one of my parent’s favourite artists (when 
working with Garfunkel that is; I discovered his Graceland album of my own 
accord when studying at Sheffield University). Not to mention the fact that 
our house was also named in homage to the same duo’s 
famous song, I was often told how it was “written at Widnes 
train station you know” (see the QR code to the left).  
So, with no particular musical background or great resource, and armed only 
with a Beach Boys album on a C-90 Cassette, of their 32 greatest hits, which 
I would just play over and over again due to being completely enraptured by 
their harmonies, I found song. Somehow, from an early age, I knew I was 
born to sing like the sun was born to shine. I knew as a child that I was more 
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me when singing than I was at any other time. I started saving for a Casio 
keyboard. It would take me three years but I was determined and then to my 
surprise without me spending a penny, that Christmas it arrived.  
I wrote and recorded my first song when I was about 6 (see 
the QR code to the right). But I still can’t play any instrument 
adeptly. I am a singer and writer. Nonetheless from this point 
onwards I have always set up, organised and been in a band; 
several in fact through the years, and have written, recorded and produced 
several albums too. Performing I estimate around 4,000 times. I am currently 
in ‘the loose kites’ and I have been working with this band since around 
2008, and do not think I will ever stop. I have played in rock, pop, jazz, and a 
whole host of bands in differing genres. When I met Olli the guitarist and we 
decided we were a folk outfit it felt right. We tell stories in our songs, we use 
Cheshire dialect words, accents and try to comment on our surroundings as 
everyday people. Our songs are attempts to connect, offer, find, discover – 
research - and like mycelia, I have come to connect them as “an embodied 
mode of inquiry, and an evocative means to represent research findings” 
(Donmoyer & Yennie-Donmoyer, 1995; Norris, 2000). 
Our first song was called ‘in the blood’, it uses the word ‘love’ in the chorus, 
we decided never to use that word ever again. My co-songwriter in ‘the loose 
kites’, and I had the ambition of attempting to be more outwardly considerate. 
It can be very easy to dwell on your own thoughts and feelings as a writer. 
Nevertheless, I have always found that people connect more with work if 
there is ambiguity. Not to tell the audience what love is. Instead, offer a 
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space for people to think of what resonates with them. If a song tells a tale 
that delineates universal facts the listener cannot engage with the song in a 
way that creates meaning for them. I always remember learning this when 
someone once approached me after a gig and said they loved the song that 
was all about one’s mortality. The song was called ‘revelation’, but I had 
written it in response to the Islamophobic fear-mongering of the world media 
after 9/11 (see Appendix D13). We had both gained differently, separately, 
yet also came together through song. 
Here is an example of what Bochner and Ellis (2003) discuss is a benefit of 
the arts and autoethnography. The provocation of such a methodology for 
audiences is not simply to participate with the songwriter's views and 
emotional state, although this does and should happen, but also to identify 
their own views and feelings through the song (Bochner & Ellis, 2003). In this 
thesis, I will explore this kind of phenomenon via a variety of artistic methods 
that comprise my songwriting enquiry, which I will go on to delineate in the 
finale. Autoethnographers, especially those involved in the arts can offer 
several meanings, understandings, and voices from lived experience to 
audiences (Bagley, 2008; Denzin, 2003). Such autoethnographies have the 
capacity to communicate and provoke understanding further than the 
academy, across a broad and varied audience (Behar, 1999). 
After this introduction, a section outlining the aims and research questions 
will follow. It will consider in greater detail how I am interested in the capacity 
of music, specifically songwriting, to educate: how it provides the opportunity 
to learn about oneself; one’s community; one’s own and other’s culture; and 
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its affordance to explore a whole host of connected issues. Banks and Banks 
(2000) suggest that the undertaking of autoethnography is a pedagogical 
process. I would agree, because for me song teaches, as well being a tool 
with which one can teach. It is a state of tension: “It is both instructive and 
instructional” (Banks & Banks, 2000, p. 237). 
This thesis is an evocation through song of my continual wrestling with this 
scenario and the feeling it generates. Rooted in practice, it presents what 
has come to be an exploration of, or more precisely the learning of, the 
tension between tradition and innovation in the craft of songwriting. This 
learning, in turn, has exposed potential pedagogical ramifications which will 
be discussed in the final chapters. 
The first movement of my thesis will be to define and delineate terms and 
meanings. Aware that differing connotations may be wrought in different 
fields or disciplines, I will suggest working definitions for this study. They will 
be offered through discussion and will cover: tradition in the context of folk 
culture and folkloristics; and innovation in the context of creativity. I will also 
include consideration of informal education, popular and folk music, as they 
are pertinent to the main arguments and aims of the thesis.  
The exploration of the thesis itself will take place within a framework 
expounded by folklorist Hermann Bausinger in ‘Folk culture in a world of 
technology’ (Bausinger, 1961). By revisiting Bausinger’s (1961) concepts, 
and utilising his notions of spatial expansion, temporal expansion and social 
expansion as lenses, I will reconsider folk culture, the relationships it has 
with theories of creativity in a world of digital technology and the implications 
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it might have for music education. Bausinger’s (1961) conceptual framework 
is explicitly defined and used in the second movement and the finale 
sections. In these latter sections, each horizon is dealt with separately. To 
reiterate, this thesis is rooted and undertaken through an exploration of my 
own songwriting practice throughout.  
Using Bausinger’s (1961) paradigmatic stance is beneficial to the second 
movement of this study because it provides a folkloristic lens with which to 
critically review the literature of research into the composition and the 
informal learning of musicians. This literature review will have a discursive 
focus on the work of Green as it is her educational position that this study 
primarily builds upon from a cultural perspective.  
In conjunction with Bausinger’s (1961) work, several tensions extant in the 
concepts of culture and education, that have been posited by previous 
writers, such as Simon Bronner (1992), T. S. Eliot (1948), Alan Dundes 
(2002), and John Dewey (1938) will be woven into my thesis too. Rather than 
viewing these tensions as dichotomies which might require a practitioner to 
erroneously side with one or the other, my songwriting practice attempts to 
work with these tensions as necessary aspects of cultural learning in order to 
understand them from a pedagogic perspective. Other writers who present 
ways of understanding culture, education and practice, such as, Jean Lave 
and Etienne Wenger (1991), Sam Hinton (1955), and Nick Wilson, Jonathan 
Gross and Anna Bull (2017) will also be drawn upon to highlight the study’s 
relevance and how it fits within the context of the wider academic field, the 
traditions of research, and current research. 
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In the third movement, I will discuss my methods and how by using an 
autoethnographic methodology my art-based practice as research also 
dissolves the dichotomy of process and product (Benetti & Hiney, 2018): 
songwriting and song. This methodological section draws heavily on the work 
of Arthur P. Bochner and Carolyn Ellis (2003), and Brydie-Leigh Bartleet 
(2015), in terms of autoethnography. In this movement too, Walter 
Benjamin’s work (1997) is cited, and while it may be considered well-worn, it 
necessarily needs mentioning because it was drawn upon to outline a 
philosophical standpoint that deals with temporal interconnectedness. In 
terms of practice in this regard, Robert MacFarlane (2012) and the poets 
Edward Thomas (1964) and Ted Hughes (1957) have been particularly 
significant and influential. 
At the beginning of this third movement, Bausinger’s (1961) theoretical 
framework will first be critically examined. This examination will then be 
followed by an explanation of the overall research design, methods, and the 
sample that my qualitative data was collected from. One other aspect of 
note, which also relates to the second movement and my style of literature 
review, as well as belonging explicitly to the movement concerned with 
methodology, is how QR codes such as the one embedded at the end of this 
section will be used throughout the study. While the second movement 
focuses on traditionally academic literature, the QR codes will reference 
literature, especially the lyrics, compositions and work of others, as well as 
my own where relevant, like any other reference they are there for ease of 
access to another piece of work and need not necessarily be listened to in 
their entirety unless expressly requested (as is noted in the contents pages – 
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but namely ‘The Walk to Kitty’s Stone and ‘The Fleet Foxes’ examples). 
Onwuegbuzie and Frels (2016) name this kind of interwoven synthesis of 
multi-media citations a ‘comprehensive literature review’ and it is a 
purposeful methodological decision to utilise it on my part so that I might 
interweave practice throughout, not simply within the analysis section, or 
after the section on methodology. 
It is worth a moment to situate and reflect upon this mode of presentation of 
the song. For example, why did I choose to use QR codes and not offer a 
live performance? Furthermore, did my decision to use QR codes as a 
means of developing a comprehensive literature review link to my critical 
engagement with tradition, innovation and creativity? While interesting 
consideration could I am sure be given to the folkloric transmission of folk 
traditions through technology, the main reason for using the QR technology 
was practical in terms of it enabling the listener to engage with a choral 
piece, of so many voices it would be something that could not be performed 
live. The decision to use QR codes and their digital, ethereal nature being a 
means of passing a folkloric artefact on to others technologically, however, is 
merely serendipitously ironic in how it seemingly reflects the topic of the 
thesis. This, nonetheless, may be worthy of further methodological 
consideration in the future; I have decided not to dwell on this at present, as 
it was not a conscious reasoning on my part for the use of QR codes. 
The finale of this study has four main sections. The first presents the findings 
from the coded sample. The final three sections represent each of 
Bausinger’s (1961) horizons: the spatial, temporal and social. Each of these 
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will be split into a further three parts: A brief introduction of Bausinger’s 
theoretical framework regarding the specific horizon; followed by, how this 
and other theory was applied to, or, informed my songwriting practice; and 
finally, a brief summary of the learning my práxis allows for, or put another 
way, what my practice illuminated in pedagogical terms or terms of learning. 
The coda will draw the study to a close, by reconsidering the aims of the 
thesis and the tensions, values and ideas that were dealt with in each of 
Finale’s horizons. The tension between tradition and innovation becomes 
particularly significant, and the processes and practices of songwriting 
individually and collectively are considered through a folkloric lens and within 
a frame of cultural democracy. Hinton’s (1955) voice is useful here as a 
means of drawing a distinction between the older paradigmatic positions of 
folkloristics and contemporary digital ones. In this way, I hope to expose new 
perspectives and possible ways forward for my own and others songwriting 
practice. 
This chapter importantly, but briefly, concludes with what the wider 
implications for songwriting practice within cultural education and music 
pedagogy might be given these perspectives: I am mindful here of the 
purpose of Bausinger’s (1961) original concepts concerned with uncovering 
new folkloric perspectives and potential standpoints too. 
It is not the aim of this investigation to directly offer any new pedagogy, but 
rather, akin to autoethnographic studies undertaken by music educators, to 
offer reflections upon the relationships and values one might embody (when 
teaching), through the reflexive exploration of the manner in which one 
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comes to understand music (B-L. Bartleet & Hultgren, 2008; Mackinlay & 
Bartleet, 2008; Sudnow, 2001). 
The following song is my understanding, my learning, my autoethnography, 
my craft-based practice as research, although it represents only partial 
satisfaction of my doctorate, it is to my mind my whole thesis. Please listen to 
the song ‘The Walk to Kitty’s Stone’, if this has not been done so already. For 
best and full effect, I would impress upon any listener to listen through good 
quality headphones. The song will be referenced throughout the written 
thesis in minutes and seconds. For example, TWtKS, 00:29-00:42; an 
accidental recording made by my Grandpa begins the song, apt given he 
was the catalyst for my love of folklore too. This snippet and the birdsong are 
the only recorded voices that are not mine in the recording. 
 
Aims and Research Questions 
I aim to investigate the lived experiences of myself as a songwriter who 
would ordinarily write and perform with a band of folk musicians. The 
challenge is how I can contribute to the theoretical and conceptual academic 
understanding of the learning processes involved in the art of songwriting. 
Specifically, in their relation to the manifestation of tradition and innovation in 
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the contemporary digital world. It is hoped that using an autoethnographic 
arts-based practice as research will provide a potent and dynamic model for 
theorizing and conceptualization: “Over the past few decades, many artists 
have turned towards the deeply reflexive, creative, and embodied genre of 
autoethnography to meet such challenges” (Bartleet & Ellis, 2009b, cited in 
Bartleet, 2015). Arts-based practice as research will allow readers/audiences 
to engage in the research in a sensory and emotive manner (Bobadilla, 
Lefebvre, & Mairesse, 2017), to unfold and further develop pedagogical 
connections, through the nurturing of a more vibrant means of undertaking 
qualitative research (Jenoure, 2002; Leavy, 2009a). 
Committing to definitive, concise research questions in an investigation that 
is largely exploratory would be incompatible with the methodology. To this 
extent, the aims of the investigation that follows might be seen to offer a 
more pertinent contextualising structure. For example, each song, not to 
mention each songwriter, in my experience, comes to life through an array of 
different means, experiences and representations: what is relevant cannot be 
predicted. There is rarely a set way in which a songwriter writes a song, so to 
use an arts-based practice autoethnography as an “approach to address a 
range of complex questions concerning [my] life and the lives of others” 
(Bartleet, 2015, p. 444) is appropriate. Bearing in mind this contingency, 
open research questions were used to derive aims, and what was to be 
investigated, instead of for seeking specific, concise outcomes. The following 
questions and aims frame the practice sufficiently and with appropriate 
methodological function. 
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Asking the question: ‘what might songwriters learn of their own songwriting 
practice and the practice of others?’ instigates my first aim, which is to 
understand songwriting theory and practice as an alternative way of being in 
and knowing the world. In detail, how songwriting practice explores 
connecting with or knowing the past and one’s cultural traditions, in order to 
engage in a more personally and socially meaningful creative practice in the 
digital world.  
The second aim is derived from the question: ‘what influence does a 
songwriter’s home and folk culture have on their identity and how they write 
songs?’. This aim promotes reflection upon how songwriting practice 
generates a standpoint that might promote identity formation or broader 
social cohesion. This is linked to how a folkloric songwriting practice might in 
itself represent a political standpoint that is concerned with cultural 
democracy. ‘Cultural democracy’ will, in this case, be understood as Wilson, 
Gross and Bull (2017) delineate it in their online report ‘Towards cultural 
democracy’. It might be viewed as the cultural creativity of everyone being 
held in equal regard; a socio-political space where everyone has the 
“substantive freedom to co-create versions of culture: what the report refers 
to as cultural capability.” In turn, ‘Cultural capability’ is understood to be “the 
combined freedom to speak, to express, to be heard, to experience, to make, 
to build, to contest, to create.” 
The third aim is concerned with the pedagogical ramifications of these 
processes and practices, specifically what can be learnt through the 
experience of songwriting practice within a folkloric paradigm. It was derived 
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by asking the question: ‘Do folk songwriting experiences allow for learning 
about the relationships and values that a songwriter might embody when 
teaching?  
In summary, the thesis has three aims, which are concerned with: the theory 
and practice of songwriting; the identity and politics of song; and learning 
through song. These aims frame a singular significant contribution and that is 
the elucidation of a folkloristic disposition in the context of education. 
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First movement: Professional Landscape 
An introduction to the definition of terms 
The intent of this following first movement is to define and delineate terms 
and meanings. The terms defined and delineated, in order are tradition; 
innovation; and informal education, popular and folk music. Tradition is 
defined in the context of folk culture and folkloristics, and innovation is 
defined in the context of creativity. As mentioned in the introduction they will 
be working definitions for this investigation and would not necessarily be 
relevant to others because they are written from a specific paradigm of 
contemporary folkloristics. By discursively locating each term, and drawing 
upon historical usage and etymology if necessary, it is hoped that a fully 
justified and substantiated understanding of terms might pave the way for the 
literature review in the second movement to be a useful 
critique of contemporary thinking. For a full discursive 
appreciation of these terms, sonic/audio references are 
drawn upon as references throughout this and following 
sections. The reference to the right is such an example (it 
is introduced here for two reasons 1) because the Fleet Foxes are a folk 
group whose songwriting techniques have been influential to my own, and 2) 
more importantly because it is a contextual starting point for more QR code 
references I introduce later to advance a specific theoretical point). 
While there are other notions and terms that are pertinent to the study, such 
as cultural education, cultural democracy, identity, personhood, wellbeing 
and social cohesion, they simply could not all be fully interrogated in the 
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same way that the following terms, more central to the investigation are. 
They are huge concepts in themselves but are notions that this investigation 
necessarily becomes entangled with, in respect of the following terms. 
Nonetheless, informal education and popular and folk music will be briefly 
defined at the end of the movement. To be clear, the central terms defined 
and delineated however are tradition and innovation, the former in the 
context of folk culture and folkloristics and the latter in the context of 
creativity. 
 
A working definition of tradition in the context of folkloristics 
Folkloric tradition has long been defined and redefined, but it was in 1846 
when William Thoms first suggested: “Folklore – the lore of the People” 
(Thoms, 1846), that ‘Folklore’ began to supplant ‘popular antiquities’ as the 
more common term. With it, ideas of verbal, material, or behavioural culture 
being passed on as folklore became understood as traditional items in the 
folkloric sense (Dundes, 1980). 
Bowman and Hamer (2011) noted three characteristics of Brunwand’s (1986) 
definition of folklore. These characteristics aid an understanding of the 
relationship between folklore and creativity, and the relationship they 
highlight between tradition and innovation. Brunvand (1968) states that: 
“Folklore is the traditional, unofficial, non-institutional part of culture. It 
encompasses all knowledge, understandings, values, attitudes, 
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assumptions, feelings, and beliefs transmitted in traditional forms by 
word of mouth or by customary examples" (p. 8-9).  
The words non-institutional and unofficial imply that folklore does not include 
the creation of, or response to something, nor the innovative solving of a 
problem unless conceived and undertaken by an everyday person. McNeil 
clarifies this definition more recently in her 2015 TEDx talk on digital folklore:  
“If we want to know how people; not the media; not political leaders; 
not famous authors or filmmakers; just people, feel about something 
we can look at our shared cultural creations” (McNeill, 2015).  
Secondly, Brunvand (1968) provides a simple outline of what these cultural 
creations might be, as a means of illustrating the various forms of folklore 
that a folklorist might deem noteworthy or important: 
“Folklore manifests itself in many oral and verbal forms (‘mentifacts’), 
in kinesiological forms (customary behaviour, or ‘sociofacts’), and in 
material forms (‘artifacts’), but folklore itself is the whole traditional 
complex of thought, content and process – which ultimately can never 
be fixed or recorded in its entirety; it lives on in its performance and 
communication, as people interact with one another” (Brunvand, 1968, 
p. 9). 
So, folklorists in the digital world might consider Alternate Reality Games and 
the language used by gamers as mentifacts (the term “mentifact” is often 
used in conjunction with "sociofact" and "artefact" since Huxley (1955) 
coined it. Aunger (2002) suggests that the term defines how values, beliefs 
and ideas as cultural traits are transmitted generationally, and as such 
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become organic objects in themselves). Folklorists in the digital world might 
equally, be fascinated by the ways that Facebook users greet each other or 
take leave; by the contents of twitter feeds; how people arrange protests or 
flashmobs with others or friends might also be viewed as customary 
behaviour (McNeill, 2012). Folklorists might find tradition in 
the adapted performances of a cover song on youtube (see 
the QR Code to the right). Folklorists could marvel in earnest 
at the artistry of a meme, at the tweeter or poster’s 
arrangement and the subsequent rearrangement of the message as an 
artefact, e.g. like the photograph meme ‘Casually pepper spray everything 
cop’, taken at the UC Davis Campus (Blank, 2012). There are those of more 
purist belief however that might not consider these examples as folklore: if 
one had an extreme view of tradition one would argue that the items could 
not possibly be traditional as they are not inter-generational, in a historically 
linear fashion, face-to-face, orally transmitted, nor containing traditionally 
traditional material (Oring, 2012). However, against those who would curate 
folklore, as ancient items in a museum (Glassie, 1995; Oring, 2012), there is 
a strong argument: an argument which resists items being perfectly 
represented and accurately identical in every way (Bronner, 1992). Instead, it 
suggests that folk culture actually resides in the way that these things are 
experienced; that items of folklore are continually enacted and recreated – 
each time a little bit different than before (Bronner, 2011). 
By comparing this fallacy of the timeless culture that imputes a changeless 
quality to culture, to Dewey’s (1938) biological interpretation of habit, which 
understands experience as something which when enacted also modifies the 
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subject, allows an appreciation of Dewey’s (1938) principle of continuity of 
experience. From his perspective, it would mean that “every experience both 
takes up something from those which have gone before and modifies in 
some way the quality of those which come after” (Dewey, 1938, p. 35).  
The third characteristic of Brunwand’s (1986) definition differentiates 
between modes of tradition: the elite, normative, and folk. In a way, it is this 
characteristic that has an unusual synergy with creativity, for example, in 
Craft’s (2001) description of modes of creativity. She proposed that there 
existed ‘high’ creativity, as apposed to ‘ordinary’, or ‘democratic’ creativity. 
‘High’ creativity could be aligned with the elite and normative modes and the 
everyday or ‘democratic’ creativity with the folk tradition. 
This alignment can be understood generally by means of the dissemination 
of each type of tradition, as Brunwand (1986) explains: “In general, the elite 
and normative traditions are transmitted mainly in print or by other formal 
means, while the folk tradition relies on oral or customary circulation” (p.10). 
In society, if considering the artefacts of a symphony by ‘Mozart’ or 
‘Beethoven’, these would be elite culture; a song by ‘Adele’ would be 
normative culture (popular or mass); and ‘Row, row, row your boat’ would be 
folk culture. 
These classifications, however, are dynamic. For example, Bowman and 
Hamer (2011) discuss how ‘Snow White’ was not a folktale because it was 
old, provincial or false. Like McNeil (2015) they would define it as a folktale 
because it is the culture of everyday people, told with many variations: “Until 
the German Brothers Grimm collected it and wrote one authoritative version, 
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which became elite. Disney turned it normative or popular. And each time 
children act out or play the story, it is back to folk” (Bowman & Hamer, 2011, 
p. 3). 
To conclude, the cultural productions of a folk tradition are both digital and 
real-world, they are informally produced, and are also interculturally 
influenced by the other modes of tradition. McNeil (2015) clarifies how: “The 
Grimm’s knew that in order to truly understand a group of people you need to 
look at the ‘cultural productions’ that everyone is engaging in, not just the 
select few.” That is to say, focusing solely on formal elitist, or normative 
modes of tradition would not offer a full picture of the folk and their tradition.  
 
A working definition of innovation in the context of creativity 
Having considered a definition of ‘tradition’ in the context of folkloristics, 
‘innovation’ as the other central concept of this research needs some 
delineation too. Innovation is defined here in the context of creativity not as 
oppositional to tradition but existing in tension with tradition. Nor is creativity 
positioned here in opposition to folkloristics. It is the intention of this section, 
as with the last, to discursively locate the term ‘innovation’, and as such, I 
draw upon the body of work by researchers of creativity and creative 
practices to do so. The literature review in the second movement will form a 
substantiated critique of contemporary thinking having clearly located 
working definitions of the terms ‘tradition’ and ‘innovation’. 
In order to delineate a working definition of ‘innovation’ I first of all discuss 
the context of creativity as a conceptual space that my practice sits within. 
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Conceptualisations of creativity, where academics such as Dellas and Gaier 
(1970) "treated creativity as if it were an individual attribute" (Craft, 2005, p. 
134) might form suitable understandings in their field. However, they could 
be seen as debatably detrimental to understandings of creativity, from my 
perspective as a creative practitioner. For example, such psychological 
perspectives of creativity have continued to influence research and society 
since Torrance’s (1966) first psychometric tests.  
The idea that it could be a cognitive characteristic that produces “eminent 
creativity (also called “Big-C”), which is reserved for the great” (Kaufman & 
Beghetto, 2009, p. 1), arguably disregards social and political factors. On the 
contrary, Bronner (2015), while considering the relationship between folklore 
and creativity notes how the psychologist Freud called for greater synthesis 
and collaboration between the fields of psychoanalysis and folklore. So in 
terms of locating a context of creativity which the concept of innovation can 
be defined within, I would propose that the ‘major distinction’ that has been 
made between “‘high’ creativity, shown by the exceptional person, and 
‘ordinary’ or ‘democratic’ creativity, which can be shown by everyone” (Craft, 
2001) is a false dichotomy.  
So while, educational psychologist Kaufman (2016) states of creativity that 
“we have agreed on a basic definition for more than 60 years” (p. 25), Runco, 
Jaeger and others would disagree given that their recent works have all been 
critically concerned with definitions of creativity (Cropley & Cropley, 2008; 
Runco & Jaeger, 2012). Kaufman (2016) also suggests “that creativity is an 
activity that produces something that is both new and task appropriate” (p. 
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25). The National Advisory Committee on Creative and Cultural Education 
(NACCCE) concur that it should be thought of as an: “imaginative activity 
fashioned so as to yield an outcome that is of value as well as original”  
(Robinson & Craft, 1999, p. 30). In these definitions, both ‘new’ and ‘original’ 
are key ideas, that sometimes are alternatively labelled as ‘novel’ or ‘novelty’. 
A definition of ‘innovation’ might readily be aligned with these notions. They 
are themselves however ambiguous and misleading in many ways, within the 
context of folkloristics and now moreso in the digital world, considering for 
example ideas of authenticity, which will be looked at later. As ideas, ‘new’ 
and ‘original’ also have a connection with globalism and capitalism, 
especially if used in conjunction with the other key ideas of ‘task appropriate’, 
or ‘value’. The latter which, is a label with quite clear connotations in 
research on economics and creativity; “it describes how original and valuable 
products and ideas depend on the current market, and more specifically on 
the cost and benefits of contrarianism…” (Runco & Jaeger, 2012, p. 92). 
Aware, but wishing to avoid accusations of a domain-specific perspective, I 
nonetheless draw upon Bausinger’s (1990) preface as an alternative 
substantiation of creativity’s current, particularly aligned definitions. Providing 
that is, that folk culture is read as interchangeable with creativity. In this way, 
a glimpse may be gained of its connectedness with folklore, its culture, 
process, performance, and construction. Bausinger (1990) states there is an:  
“urgent need to disentangle and disenchant folk culture, to pierce the 
romantic façades and arrive at the deeper reasons for those 
constructions. The performance of folk culture had long since drifted 
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away from its original texture and context; the praise of the original 
and primary had become part of a secondary system closely 
connected with advertising and public-relations activities, with 
economic and political interests” (p. xi). 
So, in conclusion, there are clear connections between certain definitions of 
creativity and folklore, and more specifically between tradition and 
innovation. Expressly, around notions of the individual and their 
entanglement with creativity and the social world. A working definition of 
innovation for this thesis that complements Bausinger’s (1990) paradigm 
would avoid the entirely psychological, personal, market- or outcome-driven 
understandings of what it is to innovate; innovation would not mean an 
individual, thought of as particularly creative, creating something new, 
original, or of value. Innovation would instead hold meanings that were 
social; meanings that were connected with the everyday happenings of 
people. It would also expand its meaning to have a different relationship with 
time; to embrace connotations beyond the new and original, such as renew, 
restore, alter, or return to. 
 
Working definitions of informal education, popular and folk 
music 
Given that the third aim of this thesis is concerned with the pedagogical 
ramifications of the processes and practices of songwriting within a folkloric 
paradigm, specifically what can be learnt through the experience of 
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songwriting, informal education needs some definition. This is achieved by 
illustrating the parallels between folklore and education. Popular music and 
folk music will also be delineated through a perspective that considers their 
relationship with each other as modes of tradition.  
Coombs and Ahmed (1974) note how formal, non-formal, and informal 
education could be fairly aligned with the elite, normative and folk distinctions 
already made. Where formal education is understood to take place in 
schools, or other institutions of officialdom, like colleges, academies, and 
universities. Whereas non-formal education happens still in an organised 
forum or format but through community groups such as scouting, religious 
groups or other forms of community or grassroots engagements. Informal 
education is the type of education that this investigation is particularly 
concerned with, being the most readily associated with folk culture. It occurs 
between neighbours, friends, with the family, and can be face-to-face or 
online. The interactions that fall within this type of education are - as 
mentioned before – non-institutional, unregulated, and do not occur in 
anticipation of a particular academic award or certificate. 
Finally, as the first aim of the thesis is concerned with the practice of 
songwriting, popular music and folk music and the relationship between them 
are defined from a folkloristic perspective.  
Clements (2008) states that “popular musics are individual, multi-
dimensional, dynamic, and culturally and genre-specific, not a large 
grouping. There is no such thing as ‘pan popular’” (p. 8). This definition, 
perversely, has all the makings of a definition of a folk group making folk 
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music. Folk music though is equally difficult to define. The running joke in folk 
circles is: “‘Well, what’s a folk song?’ ‘It’s a song sung by a folk singer.’ Then 
you say, ‘Well, what is a folk singer?’ ‘A singer who sings folk songs’” (M-
Magazine, 2016b). Distinguishing finely between these terms is too 
challenging a task to reach a definitive answer on their differences. However, 
the modes of tradition again offer some definition: in terms of understanding 
how a song is composed; the relationship the songwriter has with the song; 
and crucially for this investigation, how a songwriter learns about music, 
songwriting and chooses to express it. Again though, this will never be 
completely incontrovertible, as there is necessarily overlap between the 
modes and the musical material of each mode.  
 
Take for example the lyrical motif sung in all of the above songs: “The roof, 
the roof, the roof is on fire. We don’t need any water, let the motherfuckers 
burn. Burn, motherfuckers, burn”. Most certainly a traditional lyric given its 
reappearance for 30 years or more, and acting as a cultural reference point 
to all the artists that use it; signalling a belonging of the singer or songwriter 
to a particular group. While these songs are within the normative tradition, 
the folkloric nature of them is clear. It is more than a simple cover: a re-
working of a song like Bush’s (1986) ‘Hounds of Love’ by the Futureheads 
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(2008), or Jon Boden and the Remnant Kings (2012) (see the QR codes 1-3 
in Appendix D). The lyrics of ‘The roof…’ have been used in completely 
different songs, by different folk groups yet there it is, a clear social marker of 
togetherness. Perhaps again it depends upon the motives and the 
relationship between singer and song? (Hinton, 1955). The 
only reason I came across this particular example was that I 
unwittingly used it in one of my own folk songs: ‘Sparrows 
on the Roof’ (Poole, 2016) (see the QR code to the left, in 
the second verse). I realised its significance as a lyric long after using it; of it 
being a traditional motif and so on. This realisation was strange to me 
especially given that I had listened to and grown up in the age when hip-hop 
as a genre first started becoming more of a normative tradition. Even more 
so because I had originally thought that I had written this piece after I 
recalled a traditional Serbian poem an old friend had taught me (see the text 
below, and Appendix Eiv for further reflections on this). I felt it somehow 
captured the feeling or sentiment I was trying to relay at the time, and so 
borrowed its conceit. 
The poem went: 
Mala kuća kamena 
sa tri mala prozora: 
zeleni im kapci 
I krov sav od plamena 
a na krovu vrapci 
And translates as: 
Small stone house 
with three small windows 
Green their shutters 
and the roof entirely aflame 
Sparrows on a roof 
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My point here, and to offer a concluding remark on the definition of popular 
and folk musics, is that the choices songwriters might make, or at least those 
I make, are rarely clean-cut decisions to do with one thing or another. They 
are often related to numerous, inter-cultural, social contexts; draw upon 
different times in a songwriter’s life simultaneously; and cut across modes of 
tradition – from normative to folk or elite and vice versa – even sitting in more 
than one. This ambiguous definition also has ramifications that further justify 
the methodological decisions made in terms of satisfying the investigations 
aims, particularly the second, in that my apparent ‘auto’ is always 
concurrently ‘ethno’. The choices allow for connection and reconnection with 
feelings and meanings, old and new, and consequently strengthen a sense 
of identity or community as a result. 
Nonetheless, in order to develop a more solid ethnographic position in 
relation to the three aims. A later chapter offers a further definition of folk 
music through the views of what ‘the loose kites’ individually or collectively 
think significant to them in their songwriting practice, and how it relates to an 
understanding of folk music. 
Again, in keeping with the second aim of how folkloric songwriting practices 
might represent a political standpoint when defining folk music, it is important 
to recognise that politics, the politics of identity and consumerism all have a 
great deal to do with the defining. However, these are still not clear-cut in the 
world of digital technology. Normative and popular modes of tradition and the 
musical materials that are related to them are most often associated with the 
music industry and making money from music; whereas the folk mode of 
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tradition might be considered to be more concerned with everyday people 
making music and meaning through it. ‘Folklorism’ though, disrupts these 
concepts and will be discussed later. For now, an example of the traditional 
song ‘John Barleycorn’ (Appendix D5) illustrates the dynamic exchange 
between folk music, politics, identity and consumerism within the digital 
world. This song demonstrates how the writing of folk song helps to address 
the aims of this thesis, particularly those concerned with identity, social 
cohesion and the development of a politically aware standpoint. It also aligns 
with my personal stance on how music should be defined: summed up 
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Second Movement: Literature Review 
Taking the quote most often attributed to Armstrong (n.d.): “All music is folk 
music; I ain’t never heard a horse sing a song” as an impetus to include 
references to all musics, ideas, videos that have influenced this research(er), 
I will use a ‘comprehensive literature review’ throughout as proposed by 
Onwuegbuzie and Frels (2016). This style of literature review will allow me to 
take account of the research’s multi-modal and digitally dynamic nature and 
cultural approach. A key feature of this type of review is that it is undertaken, 
and offers citations or references throughout the research. In this way, it 
forms a methodological element to the investigation too. It is an attempt to 
marry the texts. 
Nonetheless, a more traditional literature review will also be offered as it is 
worth contextualising the investigation and delineating how it will build upon 
current research and previous work. Looking first, at the background of 
research in composition, I intend to then position this investigation in the 
more contemporary research that considers the informal learning of 
musicians, specifying precisely how my research will contribute to the wider 
canon and address the research aims. I will then also outline the growing 
body of research surrounding autoethnographic methodology in this field. 
 
Contextual research into composition  
In this section I present my position regarding composition using selected 
research that I feel is important to this thesis - The creative process was 
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central to Wallas’s text of 1926, and research into composition and 
composers soon after began to make convincing links to this work; from 
psychological studies to classification work concerning types of composers 
(Bahle, 1934; S. Bennett, 1976; Sabaneev, 1928). The topics of creativity 
and the process of composition alike have seen continued interest to the 
present day. Throughout the last six decades particularly, there have been 
numerous developments, models, revisions and refinements to 
understandings of composition (Green, 2008a; Swanwick, 1988, 1999), and 
creativity more broadly (Cropley & Cropley, 2008; Runco & Jaeger, 2012).  
The historical approach to music, much like that of folkloristics, even to the 
extent of having a heritage in romanticism, has begun to change. Especially 
since the turn of the twentieth century. This is due to the transformation 
processes of society that have introduced various other factors into 
composition and music-making, such as wellbeing and accessibility (See 
Appendix Ei, Poole & Solé, 2019). Music therapy, for example, has been 
born and developed in this time, and broader understandings of music-
making, composition and its links to social cohesion have also been gained. 
Such gains as these are relevant to the second aim of the thesis, as are: 
Small’s (1998) suggestion of a social model of performance based on 
collective responsibility; the equity of music-making; as well as 
considerations of singing and social inclusion (Welch, Himonides, Saunders, 
Papageorgi, & Sarazin, 2014); and more recently work that concerns the 
emancipatory possibilities of instrumental pedagogy (Väkevä, Westerlund, & 
Juntunen, 2015). This latter work also resonates strongly with the first aim 
regarding the theory and practice of songwriting. 
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In summary, the musical phenomenon of contemporary western society and 
its research have coalesced to develop a system of music that has two 
plainly demarcated positions: The music-makers (who are considered to be 
musicians) and the music-listeners (who take the role of the audience, public, 
or consumer) (Solé, 2017). This has been largely facilitated by the 
establishment of limiting formal learning processes and pedagogies within 
the system of music.  
However, towards the end of the last century and increasingly into this one, a 
remodelling of the system and reconceptualising of music-making and music-
meaning has begun. This emphasises why the second aim is so relevant to 
the current thinking around music pedagogy because this remodelling 
mirrors a more idealised democratic image of society and is interested in the 
individual and their identity.  
Green (2005) suggests that “attention has turned away from such macro-
level, elitist perspectives and towards micro-level investigations of how music 
is ‘put into action’” (p. 4). I both agree and disagree with her statement 
because it is predicated on notions of autonomy and authenticity that are not 
always realisable. Bausinger (1990) for example discusses the emergence of 
choral societies. He describes them as having ‘strongly historicizing 
tendencies’ (p. 68) comparing them to the kind of ‘folk song scholarship and 
scholarly Volkskunde’ (p. 68) which was undertaken and disseminated in 
other types of societies interested in folk culture e.g. Heimat societies (in this 
instance, Volkkunde should be loosely translated as folklore in German; 
Heimat has no direct translation but might be considered as a feeling or 
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connectedness to one’s mythical or spiritual homeland, often associated with 
an idyllic, pastoral way of life). Bausinger (1990) recognised the 
‘regimentation of singing’ (p. 68) that occurred as having essentially 
transformed the ‘biology’ of the songs, although he also cites Götze’s 
writings as an example of the obscuring critiques of the micro-level actions of 
choral societies: 
“when educational societies adopt folk songs, have them printed with 
artistic scores and edited texts and then quite tidily feed all of it back 
to the folk, or when male voice choirs and female quartets sing 
‘folksongs’ in four voices, this, unfortunately, can no longer be 
considered folksong. Instead, the opposite is true: it succeeds in 
making the plain old folk song appear artless and contemptible 
compared to the young and proud sister, feeble like a harebell flower 
next to the proud, cast-iron bell” (Götze, 1929, p.126). 
If viewed from Bausinger’s (1990) folkloristic perspective the notions as 
Green (2005) understands them are redefined. Bausinger (1990) notes how 
some choral societies acting in an authoritative manner prohibited singers 
from singing outside of the society. Whilst acting in the spirit of folk song 
revivalism, such rules censured the autonomy of the singer and 
diversification of the songs and regulated what was deemed to be authentic. 
I view my authenticity as a folk artist as upholding an ‘honesty’, which is a 
manifestation of my integrity and so agree with Green’s (citing Adorno, 2009) 
“insistence that only the most autonomous music has enough critical 
distance from society to act as a political challenge” (p. 4) (see also the later 
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chapter (p. 115-116) for further views on this subject from ‘the loose kites’). 
Being mindful of the dual effects of research into micro-level investigations of 
how music is ‘put into action’, is important if the aims of this research are to 
be realised, particularly the aim that is concerned with how a folkloric 
songwriting practice might in itself represent a political standpoint that is 
concerned with cultural democracy. 
 
Contemporary research into the informal learning of 
musicians 
The following section, as a literature review, begins by contextualising the 
literature of informal learning. It will then consider Green’s (2008a) theories 
on how popular musicians learn and the informal learning processes of 
musicians which have salience with this research. Through a selection of 
critiquing papers as representative of the way in which Green’s (2008b) 
theories of informal learning have been or might be operationalised in the 
classroom, her work will be a discursively approached lodestone for this 
thesis. Notions of the traditional, non-traditional, informal and formal will be 
critically considered with a folkloristic lens before moving on to look at: the 
‘Apprenticeship model’ and Dewey’s (1938) progressivism; The socio-cultural 
context of understanding music; How Green’s work will be built upon; and 
finally, summing up the section with concluding remarks on Green’s (2008a; 
2008b) work, folkloristics and their contemporary link to cultural democracy. 
The topics being discussed are those that will serve to strengthen the 
folkloristic paradigm from which this research attempts to address its aims. 
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For example, the dilemma that the ‘Apprenticeship model’ and Dewey’s 
(1938) progressivism presents in terms of educational philosophy is 
important because both philosophical standpoints are directly connected with 
contemporary views of music pedagogy; Green’s (2008a; 2008b) work; and 
have a relevant connection to folk practices too. 
There has been a growing literature on how popular musicians learn, 
particularly since the 1980s, ranging across genres, and exploring different 
aspects of learning from understandings of individuals to group contexts, and 
research into different approaches to learning too: Bayton (1997); H. S. 
Bennett (1980); Berkaak (1999); Berliner (1994); Björnberg (1993); Campbell 
(1995); Clawson (1999a; 1999b); Cohen (1991); Davis (2005); Dimitriadis 
(2001); Finnegan (1989); Green (Green, 2001, 2002); Horn (1984); Kirshner 
(1998); Lilliestam (1996); Monson (Monson, 1996); Negus (1999) and 
Stolzoff (2000).  
The number of publications more recently that have focused upon informal 
music learning processes, composition and the implications for teacher 
education has notably increased (Clements, 2012; Green, 2011; 
Kanellopoulos & Wright, 2012). Possibly due to Green’s work (2008b) and 
pedagogical suggestions being committedly implemented by practitioners as 
an approach to teaching in Key Stage 3, in the United Kingdom, and 
throughout 'Musical Futures' (HantsWeb, 2016; MF, 2015). Not to mention in 
other countries, stages and areas of education (Allsup, 2008). As one might 
expect, her work has also come under close scrutiny. As a result, leading to 
a plethora of other perspectives, that challenge or champion it in various 
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ways (Allsup, 2008; Clements, 2012). While I will consider these 
perspectives, this research will explicitly and primarily build upon the work of 
Green (Green, 2008a, 2008b) which looks into how popular musicians learn. 
While Allsup (2008), Clements (2008), Frierson-Campbell (2008), Greher 
(2008), Heuser (2008), and P. M. Jones (2008), all recognise the magnitude 
of Green’s corpus, and to varying degrees praise it. If one views their 
critiques through a folkloristic lens, the use and understanding of traditional 
and non-traditional are ambiguous, and one could not view any of their 
perspectives as containing a full appreciation of the meanings of, and 
parallels between folklore, creativity and education as previously defined. 
Take for example Heuser’s (2008) understanding of the informal learning of 
music, and how it “emerged over the last 80 years”. It is suggestive that folk 
traditions had not been using this method beforehand. 
Further exemplified when Frierson-Campbell (2008) states that: “Green’s 
writings challenge our traditional views of music teaching and learning” (p. 1). 
She is referring here to the institutionalised instrumental teaching and 
learning of formal education, misconceiving it to be exclusively traditional, 
and juxtaposing the cultural material of this elite mode of culture, with that 
which is perceived to be informal and non-traditional and deals with the 
cultural materials of the normative, or popular culture.  
Allsup (2008), points out this misconception when he states that “not all 
popular music is learnt informally; nor is informal learning solely derived from 
or derivative of popular musicians” (p. 3). Other critics do not recognise the 
distinction, and readily conflate informal learning with a cultural mode. The 
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misnomer of using the term ‘traditional’ exclusively for formal teaching and 
learning occurs regularly throughout critiques of Green’s work. Greher 
(2008), for example also uses it, to discuss how:  
“As suggested in Music, Informal Learning and the School: A New 
Classroom Pedagogy [Green, 2008b], we might do well to deviate a 
bit more from the traditional notation based model and cast a wider 
net for the development of aural skills than the traditional solfège 
approach” (p. 2; the solfège approach, is a common method in music 
education to teach pitch and sight-singing). 
Moreover, again, when Greher (2008) asks that: “we… encourage our music 
colleagues at our institutions of higher learning to accept that non-traditional 
music and musicians have a place in our programs [sic]…” (p. 3), she uses 
non-traditional to represent music from the popular or normative culture. 
Indirectly and incorrectly confirming elite culture as exclusively traditional. 
 
The Apprentice model and Dewey’s Progressivism  
There are though aspects of the critiques looked at in the previous section 
that provide concepts worth exploring from a folkloristic point of view. 
Clements’ (2012) work, for example, is of particular interest, not because it 
berates how Green's (2008b) approach is now often the only approach used, 
but because she contrasts Green’s (2008b) approach with an ‘apprentice' 
approach (p. 2). Such an approach has apposite consideration to this 
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research regarding the transmission of knowledge and skills and will be 
looked at in this section.  
There is nothing ostensibly wrong regarding power relations with an 
apprentice model. From a folkloristics perspective, tradition bearers, for 
example, are those individuals recognised as having traditional knowledge 
that might be passed on (Cashman, Mould, & Shukla, 2011). Clements 
(2012) does not elucidate on what she proposes an apprentice model might 
look like however if it were to replace Green’s (2008b). The problem here 
could be that if coupled with a pedagogy centred around formal schooling 
approaches, such as notation for example, or using a repertoire that is from 
an elite cultural canon, it would be contradicting Green’s (2008b) central 
premise: that of allowing the learners to make decisions about how they 
learn, and upon the canon to be studied. A premise which Green (2008b) 
theoretically strengthens by using a philosophy of education: progressivism. 
Dewey’s (1938) thinking is recognisable in Green’s, but the philosophy itself 
has roots that pre-date Dewey’s writings. Progressivism is distinguishable as 
a pedagogical movement that differs from the traditional Euro-American 
educational philosophies of essentialism or perennialism, which were rooted 
in pedagogies that classically prepare learners for university. These 
traditional models are often seen to differentiate learners by class (Ball, 
2012). Progressivism, on the other hand, is rooted in the present experience 
and is concerned with, amongst other things, democracy (Dewey, 2009). The 
experiential and political subframe of progressivism and Green’s work is 
germane to all of the aims of this research, but it is specifically relevant to the 
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second aim of how a folkloric songwriting practice might in itself represent a 
political standpoint that is concerned with cultural democracy. It is also 
relevant to the third aim and what can be learnt through the experience of 
songwriting practice within a folkloric paradigm. 
Returning to Clements’ (2012) apprentice model, if coupled with a traditional 
pedagogy, formal schooling, or an elite cultural repertoire it would be simply 
reproducing the dominance of a formal, elite, status quo. It would do nothing 
to remedy the many issues that the study of music suffers from, and that 
Green’s (2008b) pedagogy is prescribed by many as an antidote to, e.g. 
issues such as falling numbers of learners studying music (Mackrill, 2017). 
Nevertheless, Greher (2008) champions Clements’ (2012) proposed model 
years earlier, saying on the one hand that there is “much to be gained by the 
interaction of the master and apprentice model” (Greher, 2008, p. 2). On the 
other hand, it could easily become the kind of pedagogy that Heuser (2008) 
and Greher (2008) condemn as a practice that “through an instructional 
model based on the curatorial preservation and re-creation of music”, might 
serve only those “students who are acculturated in the traditions of the 
ensemble, and who see a career in music education as perpetuating that 
culture” (Greher, 2008, p. 2). Such contradictions abound. 
Both Greher (2008) and Allsup (2008), take a purposely reductive 
understanding of Dewey’s (1938) and Green’s (2008) propositions of a 
learner-centred approach, describing Green’s (2008b) as being “based on 
the copying of CD recordings” (Allsup, 2008, p. 6). Allsup’s (2008) argument 
for drawing a distinction between informal learning and informalism is a 
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useful resolution here though. In reminding the reader that Dewey (1938) 
and Green (2008b) viewed informal learning as: “spirited and natural, but 
worried that its gains were too random and its outcomes too narrow” (Allsup, 
2008, p. 6), Allsup (2008) belies an essentialist, formal pedagogical 
standpoint, that is wary of taking informal learning too far. These concerns 
Dewey (1938) warned should be guarded against by any progressive teacher 
too, but are certainly not a reason to resist a differing philosophical 
standpoint upon education, especially one that offers something that may 
revitalise a practice and profession. 
To conclude, progressivism is viewed in this thesis as an educational 
philosophy that allows the individual to develop in a way that is relevant to 
them as a learner. This does not mean that such an education is devoid of 
instruction or guidance, such as the meaningless copying of CD recordings 
might suggest. The aim of such an education in musical terms correlates 
directly with the first aim of this research, and that is to allow or facilitate an 
understanding of songwriting practice as an alternative way of being in and 
knowing the world; as every individual brings their unique experiences to 
songwriting and song. The further definition of this research’s aim proposes 
the development of a practice that explores connecting with or knowing the 
past and one’s cultural traditions in order to engage in a more personally and 
socially meaningful creative practice in the digital world, this requires 
engagement with one’s cultural inheritance. This concept is dealt with more 
fully in the next section. 
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The socio-cultural context of understanding music 
This section deals largely with literature pertinent to the third aim of the 
thesis as it is concerned with the learning of music in specific socio-cultural 
contexts, but it also outlines some key terms that Green (2008b) uses in her 
pedagogical model and understanding of music. Specifically, the terms ‘inter-
sonic meaning’ and ‘delineation’. 
Allsup (2008) and Greher (2008) both intimate a point of contention they 
have with Green’s work. Greher (2008) recognises the importance of and 
suggests that music educators should “engage them [learners] in the socio-
cultural ‘back stories’ of music as a means of relating the music of the past to 
the ‘here and now’” (p. 2). However, if this is music of the past, it will hardly 
be seen as relevant to a young person’s individual understandings, unless it 
has adapted to exist in the here and now as a relevant cultural phenomenon. 
Greher (2008) does not appear to be talking about an organically adjusting 
folk music, but instead of a static classical canon. Such an approach 
assumes that young people will find a contemporary cultural resonance in 
the repertoire that they are being exposed to, through an interest in music 
history: this is again an essentialist or perennialist view of formal pedagogy. 
Allsup (2008) in contrast recognises the socio-geographic factor stating that 
“today’s music educator is often called upon to work in partnership with the 
particulars of location and context”, this thesis pushes that practice further, 
particularly through its first and third aims, by recognising and emphasising 
the importance of teaching and learning music from and through different 
cultural modes (elite, normative and folk) and cultures. 
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Green (2008b) also tackles the issues that Greher (2008) and Allsup (2008) 
are debating over. Experiencing music as children in a ‘celebratory’ fashion 
paves the way for what she terms ‘critical musicality’ (p. 89) later in life. This 
is the ability to be critically objective, about any form of music; to be able to 
make informed, balanced judgements and evaluations. She further states 
that a variety of positive music celebratory experiences opens learner’s ears 
to a criticality that involves “inter-sonic and delineated meanings” of music (p. 
89). If, as Dewey (1938) cautions against, a learning experience is not 
positive then it can result in learners developing a sense of alienation or 
ambiguity, rather than a sense of belonging or criticality. This alienation or 
ambiguity occurs due to “negativity towards the inter-sonic and/or the 
delineated meanings of the music” (Green, 2008b, p. 89). The causes of this 
are complex, and as terms Green (2008b) uses, they demand attention. 
Delineation in Green’s (2008b) understanding has largely to do with the 
connotations, connections and associations that a music or tradition has, and 
as a result, determines how music is delineated in the classroom. She states 
for example that popular or normative music, jazz or any other vernacular 
form (apart from Western folk music) would not be found in the post-war 
classroom, because of the dominance of a formal, elite, Western pedagogy:  
“This was partly because the delineations of such music were, and 
continue to be, associated with issues such as teenage rebellion, 
sexuality, drugs, and so on. Pupils were educated in Western classical 
music and folk music mainly through singing and musical appreciation 
classes” (Green, 2008, p. 89). 
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In such circumstances, learners were studying music with whose 
delineations they had no sense of cultural resonance.  
It should be noted however that Western folk music is a vernacular form that 
has numerous songs that contain references to extreme violence, overt 
sexuality, lawlessness, debauchery and so on. The choice of repertoire is in 
the hands of the pedagogue, and in circumstances of music that is engaging 
with these themes, the delineation in the case that Green (2008b) draws, 
would be restricted. It should also be remembered that educational 
philosophy and politics also play a part in repertorial choice (this is hinted at 
in the next quote however but in a negative light). For example, the 
traditional song ‘Hanging on the old barbed wire’, a song that ridicules 
authority during the first world war, might be unlikely to find its way into the 
repertoire of a teacher operating in the mode of the elite cultural tradition. 
Delineation becomes complex; partly because an elite or purist matrix of folk 
music has been placed on top of the inquiry. 
The second term that Green (2008b) uses and requires some consideration 
is that of inter-sonic meaning. Taking a classroom scenario, Green (2008b) 
suggests that learners do not identify with the inter-sonic meanings of folk 
musics or classical musics stating that: 
“Whilst folk music in some countries has a stronger presence in 
family, and social life across the generations, folk music in many other 
countries has more negative delineations in the social and political 
climate. For many children, as well as teachers, it has taken on the 
mantle of a museum culture” (Green, 2008, p. 89). 
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Again, Green (2008b) posits a view of folk music and tradition, that 
determines them as existing only in the purist, in extremis, inter-generational, 
curator style form. She goes on to suggest that music in the elite and folk 
traditions do not feature in the cultural practices of young learners. This can 
be questioned as to whether it demonstrates a useful, accurate or 
contemporary understanding of folk music or tradition, for reasons I will 
discuss later.  
To summarise, Green’s (2008b) views nonetheless point to the fact that 
unless a music is part of an individual's cultural identity and practice, stylistic 
understanding will not develop. If stylistic understanding together with 
positive recurring contact is absent in a learner’s life, then it is improbable 
that inter-sonic meaning will have relevance for the individual. Negative 
experiences of delineated and inter-sonic meanings will result in the learner 
feeling alienated in the classroom. These notions are relevant to all aims of 
this thesis, for example how songwriting practice explores connecting with or 
knowing the past and one’s cultural traditions, how it promotes identity 
formation and learning through music. 
 
An outline of how Green’s work will be built upon 
The main reason for choosing Green’s work to engage with, apart from the 
fact as Clements (2012) justly points out that it has been so widely accepted, 
is that unlike other researchers who deal with composition, she does pay 
regard to the concept of tradition. Yet, in the same way, as highlighted in the 
work of her critics, the precise standpoint she takes of tradition: of how, when 
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and where it exists, causes debatable problems; specifically for her work’s 
central concept of enculturation. The following section will consider this 
concept from a folkloric perspective, and demonstrate how songwriting 
theory and practice in this mode relates to Green’s work and concepts; as 
such it outlines the theory and practice that the first aim of this thesis is 
dealing with and building upon. 
I propose that “‘enculturation’, or immersion in the music and musical 
practices of one’s environment” as Green (2008a, p. 6) understands and 
defines it, is conceptually problematic. These problems arise because unlike 
other pedagogical research that considers and engages with contemporary 
texts of the time that deliberate over the developments in the understanding 
of tradition, and folkloric perspectives (Morgan-Fleming, 1999; Storey, 2003), 
hers does not. 
Green identifies ‘enculturation’, “[as] a fundamental factor that is common to 
all aspects of music learning, whether formal or informal” (2008a, p. 6), and 
also cites a few influential texts on learning in traditional musical contexts 
and enculturation, like: Merriam (1964); Blacking (1974); and Nketia (1974). 
Not to mention numerous other citations of discussions that consider the 
relationship between traditional music and formal education: Barrett (1996); 
Campbell (1998); Kwami (1989); McCarthy (1999); Nettl (1983); and Nwezi 
(1999). These are all, however, fairly passé with regards to the folkloristic 
paradigm they are positioned within, and therefore wanting in supportive 
theory with regards to contemporary understandings of tradition.  
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The use of a narrow and non-contemporary folkloristic selection of texts in 
Green’s work, has led to a particular opportunity for theoretical development 
and one which links to the first and second aims of the thesis: the critical 
discrepancies between the transmission of normative or popular Western 
music, and folk and traditional musics; and how this is then used to 
determine an understanding of the process of songwriting, musical 
composition, and musical learning.  
Green (2008b) accepts two positions of learning to be accurate: That the 
learning of young musicians in most traditional or folk musics occurs when 
“surrounded by an adult community of practising popular musicians who they 
can talk to, listen to, watch and imitate, or who initiate them into relevant 
skills and knowledge” (Green 2008b, p. 7); and that young musicians 
learning music through the Western, normative or popular music mode “tend 
to engage in a significant amount of solitary learning” (Green 2008b, p. 7). 
Allsup (2008) also makes this assumption, stating that “young adults in 
informal learning environments, whether alone at a computer or with friends 
in a garage, are likely to work in isolation” (p. 6) citing Finnegan (1989) and 
Putnam (2000), both of which though describe cultural landscapes that have 
seen a great deal of technological change since their writing, and so are 
redundant in the way that they are being called upon as substantiating 
material.  
To sum up the two positions of learning that Green (2008b) posits, she 
reiterates that the foremost difference between them as being the 
transmission of skills and knowledge; that learners in the popular or 
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normative cultural mode have taken the agency of learning into their own 
hands, and that in the elite or folk cultural modes it supposedly still resides 
with the elder, expert or tradition bearer. While her theories upon the informal 
learning of popular or normative musicians align with Dewey’s (1938) 
learner-centred pedagogy of progressivism, these polarised positions, 
contradict the paradigm of contemporary folkloristics (Blank & Howard, 
2013), and Bausinger’s (1961) delineation of folklorism (discussed later). 
Both of which in fact see a blurring of these so-called genres and learning 
types, due to technology and consumerism. 
These positions demonstrate a confirmation bias that would insist that “in so 
far as a community of practice is available to young, popular musicians, it 
tends to be a community of peers rather than ‘master-musicians’ or adults 
with greater skills” (Green 2008b, p. 8). There are a number of 
misunderstandings of tradition revealed in this bias. The main one is that 
Green (2008b) does not recognise inter-generational transmission as the 
indicator of folk or traditional music for the fallacy it is. To take the more 
contemporary view of tradition that also considers transmission through 
digital technology though would confound how Green (2008b), Allsup (2008), 
and others (Clements, 2008; Greher, 2008) are differentiating the differing 
musical modes of tradition. They are incorrectly reliant upon the idea that it 
absolutely must be an older, or more experienced player, passing on 
knowledge in the folk mode. Likewise, that the popular or normative cultural 
mode does not generally benefit from a figure of authority in terms of 
learning, be they tradition-bearer, expert or adult: They purport a traditional 
standpoint of tradition.  
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A standpoint that resonates all too readily with Dewey’s (1938) views, when 
speaking of traditional education. He suggests that: 
“The gulf between the mature or adult products and the experiences 
and abilities of the young is so wide that the very situation forbids 
much active participation by the pupils in the development of what is 
taught. Theirs is to do and learn, as it was the part of the six hundred 
to do and die. Learning here means acquisition of what already is 
incorporated in books and in the heads of the elders. Moreover, that 
which is taught is thought of as essentially static. It is taught as a 
finished product, with little regard either to the ways in which it was 
originally built up or to changes that will surely occur in the future. It is 
to a large extent the cultural product of societies that assumed the 
future would be much like the past, and yet it is used as educational 
food in a society where change is the rule, not the exception.” (Dewey, 
1938, p.19) 
Developing such a standpoint and the associated pedagogies is the main 
conceptual advance to Green’s research that I intend to make and this 
addresses the third aim of my thesis, that which is concerned with the 
pedagogical ramifications of songwriting processes and practices within a 
folkloric paradigm, and what can be learnt through the experience of them. 
I intend to develop my own standpoint through research that synthesises 
texts of contemporary importance for folkloristics (texts that have influenced 
the shifting paradigm of folkloristics), with texts of equally contemporary 
importance in the understanding of musical learning. The process of 
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songwriting will accordingly be explored through the consideration of 
folkloristic, cultural, and educational texts such as Blank and Howard (2013); 
Bowman (2006); Bronner (1992, 2015); Dewey (1938); Eliot (1948; 1982); 
Wilson, Gross and Bull (2018); and Lave and Wenger (1991); and reapplying 
Bausinger’s (1961) theoretical concepts as a framework for theorising and 
practice.  
Regardless of these potential problems, Green (2008b) beneficially highlights 
the diverse ways “in which traditional musicians or folk artists go about 
acquiring their skills and knowledge” (p. 12). There is a recognition of 
difference between sub-styles, cultural and social contexts, and between 
learners themselves, due to the absence of formal structures or systems 
determining how individuals learn. Likewise, Green (2008b) notes how a 
musician learning through informal means and in the mode of folk culture is 
not restricted to these avenues alone. They may well also learn an 
instrument formally; play in an orchestra, or normative, popular music band; 
or study to achieve national qualifications, from graded exams through to 
graduate degrees in popular music: all of these scenarios are the case for 
more than one musician in ‘the loose kites’ for example.  
Nonetheless, Green (2008b) generalises (as a means of differentiating 
between modes), about how “informal traditional music learning practices are 
undertaken, in one way or another, by nearly all traditional musicians in 
nearly all substyles of traditional music, in ways that can be characterised by 
a number of generalisable features” (p. 5), but does not identify that these 
features equally include those learners playing within the normative or elite 
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cultural modes. Take the vocal group Pentatonix as an 
example, which while ostensibly performing within the 
normative tradition, perform and arrange mainly cover 
songs by ear and include other folkloric practices such as 
body percussion, which has then become a part of young 
people’s folk repertoire (see QR code to the right) . 
Green’s (2008b) appreciation of how the mode of folk tradition and folk 
culture itself functions, is focused on the thinking that “informal practices 
continue to form the essential core of most folk artist or traditional musicians’ 
learning, and run alongside any additional formal or non-formal activities” (p. 
5). This perspective though does not recognise the interplay between the 
modes of tradition, and how this contributes to a specific folk culture’s 
learning, compositional process and consequent performance, as illustrated 
in the previous use of the lyrics “the roof, the roof…” in my song ‘Sparrows 
on the roof’ (Poole, 2016).  
To summarise, the lack of discussion in Green’s (2008a; 2008b) work around 
the interplay of modes offers a gap to further develop her influential work. It 
is again through her central concept of enculturation where it is possible to 
do this. Enculturation is described by Green (2088b) as having: “a more 
prominent part in some learning practices and with relation to some styles of 
music more than others” (2008b, p. 5). Her discussion of music in the folk 
tradition mode continues by suggesting that:  
“In traditional music of many countries, young children are drawn into 
group music-making activities on a daily basis, both within the home 
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and beyond, almost from birth. Through being included in music-
making by adults and older children around them, they pick up 
musical skills in ways that are similar to how they pick up linguistic 
skills” (2008b, p. 4). 
She takes a stance here which suggests that this kind of enculturation occurs 
exclusively in the folk mode of tradition. Whereas this thesis builds on the 
concept, by recognising enculturation and its interplay in each of the modes 
of tradition as part of a contemporary paradigm of folkloristics and practice of 
songwriting; and that this encompasses the three skills or main ways of 
engaging with music: performing, creating, and listening. In relation to the 
aims, the third aim is most relevant here, as it is how we learn through music. 
 
Connecting Green’s work to folkloristics, my own practice, 
and an understanding of cultural democracy 
Clements (2008) and Heuser (2008) both mention how “Green does not 
reference much literature regarding cultural diversity or learning practices for 
world musics in music education” (Clements, 2008, p. 3). She does address 
this in her later work (Green, 2011) but, of the work produced in 2008, it is a 
fair comment. In that, aside from the previous discussion of the traditional 
music of many countries and enculturation, the only other considerable 
mention she gives ethnomusicological materials is to Indian classical music, 
jazz and the speciously titled African drumming, all again through the vein of 
enculturation. However, there is also mention of systems of ‘apprenticeship 
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training’ through an individual adult or a ‘community of expertise’, which 
would seem to negate Clements (2008) earlier suggestion of the master-
apprentice model being an alternative, that had purportedly not been 
considered by Green. On the contrary, Green explains that: 
“In such environments, older musicians might provide specific 
guidance, as in a ‘master-apprentice’ or ‘guru-shishya’ relationship; or 
they may allow learners to ‘sit in’ with a band or join a group of older 
musicians, as in jazz or African drumming. Most importantly, the older 
musicians act as expert musical models whom learners can talk to, 
listen to, watch and imitate” (Green, 2008b, p. 6). 
Lave and Wenger (1991) are cited for expansion on this concept through 
their work on situated learning and communities of practice. This though 
does once more convey a particular understanding regarding tradition, or at 
least a lack of research into folklore or folkloristics. The work of Lave and 
Wenger (1991) as populist and popular as it was at the time, did very little in 
terms of broaching new methodology or introducing new concepts. Most of 
the principle concepts discussed in their 1991 book and later publications, 
could be described as simply folkloristic theories rebadged. It is not the place 
to dissect this too finely, but as a brief example Wenger states in circa 2007, 
that: “Communities of practice are groups of people who share a concern or 
a passion for something they do…” (Smith, 2003, 2009). Dundes had already 
as far back as 1965, in his prefatory essay to ‘The Study of Folklore’, 
simplified a definition of the folk in the term folklore, as referring to “any 
group of people whatsoever who share at least one common factor” 
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(Dundes, 1965, p. 2). Lave and Wenger’s work (Lave & Chaiklin, 1993; Lave 
& Wenger, 1991; Wenger, McDermott, & William, 2002) is similarly 
analogous throughout; it takes folkloristics and repositions it as if it were a 
new theoretical concept, but without a number of the facets that have been 
intellectualised over the centuries. 
The ramification of this though in terms of musical learning though is to 
create a disjunction between the players, their music-making as a meaning-
making exercise; and on an individual level, their development of a sense of 
identity; and each facet is here forced to be at odds with belonging to a wider 
historic-geographic community: a past; a place; and so on. This ramification 
speaks directly to the second aim of this thesis: to reflect upon how 
songwriting practice generates a standpoint that might promote identity 
formation or broader social cohesion. 
The theory of a ‘community of practice’ focuses solely on the most significant 
facet of folklore: the social, but to its own detriment. An example using a 
basic understanding of Green’s (2008b) work is needed here. She suggests 
that musicians within the normative or popular mode of tradition acquire 
musical knowledge and skills, primarily through enculturation, through 
experimentation with the music that is familiar to, and liked by them. She 
continues that: “This involves early experimentation with an instrument or the 
voice, and discovering what different sounds they can make through trial and 
error, before stringing sounds together into embryonic musical phrases, 
rhythms or harmonies” (Green, 2008b, p. 89). This description could just as 
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easily be applied to how ‘the loose kites’ describe their compositional 
process or any other group of musicians operating in the folk tradition mode.  
Creativity and innovation exist in each of the modes: elite, normative, and 
folk. It must. Otherwise, the tradition would become static, irrelevant to the 
folk, and die. Green (2008b) at this point cites the commonplace practice of 
playing by ear from recordings (Folkestad, 2006) as a practice that exists 
entirely within, and bourne of the normative tradition. The fact that it is found 
to be ‘extraordinary’ (Green, 2008b, p. 89) determines why the observation is 
connected only to the normative tradition. This process though can just as 
readily be viewed as both the folk tradition mode functioning, and it’s 
functionality. It does not mean people operate “basically in isolation from 
each other” (Green, 2008b, p. 89), rather that they have 
access to more experts, adults and tradition bearers than 
ever before (see the QR code to the left for a YouTube 
example of a Pentatonix tutorial). Here lies a second 
potential opportunity for theoretical development derived 
from Green’s work: aside from this form of transmission being folkloric as 
much as normative (and elite) not being recognised; the deeper root of this 
conceptual issue is the notion that virtual reality is to many no longer 
separate from reality: Face-to-face is modem-to-modem, or router-to-router 
(Blank & Howard, 2013; McNeill, 2012, 2015). 
To summarise, it is for this fundamental reason that I chose to invoke the 
work of Bausinger (1961) as a lens to this research. His theoretical 
framework considers how folk culture and its mode of tradition, operate 
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within technology. I explore my practice, the craft of songwriting within this 
framework. Both this exploration of practice, and Bausinger’s (1961) work 
have theoretical and practical synergy with Wilson, Gross and Bull’s (2017) 
recent report, that works towards cultural democracy. A few quotations from 
the website where their report can be found evidence the synergies, in that, 
my practice, Bausinger’s (1961) theory and Wilson, Gross and Bull’s (2017) 
report all “call for a radical but pragmatic new approach to understanding and 
enabling cultural opportunity”; They each cast “a spotlight on their 
relationships with everyday creativity – a plethora of cultural activity that… is 
often overlooked”; They each demonstrate how as activities, the arts, 
industry “and everyday creativity are not separate but deeply interconnected, 
enabling each other to flourish”; They then all make “the crucial connection 
between these activities and the range of socially-embedded freedoms they 
require in order to be possible”. These synergies deal with the first and 
second aims of this thesis: they collectively provide context of how an 
understanding of songwriting practice might allow for the exploration of 
connecting with or knowing the past and one’s cultural traditions in order to 
engage in a more personally and socially meaningful creative practice in the 
digital world, that is concerned with cultural democracy. 
 
Contemporary research using autoethnography within music 
studies 
This section looks at the current research within music studies that uses 
autoethnography. It will at first contextualise the research field, and then 
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briefly describe how such research differs from what has gone before in 
music studies. After which, the recent interest in this means of undertaking 
research will be outlined before moving onto more practical examples of my 
own practice and why it is part of this field. This section, as the final one of 
this chapter, then focuses this study more specifically. Through this chapter 
as a whole, I have demonstrated where my thesis sits in the wider academic 
field and current research, starting with a panoramic view of where it fits in 
terms of the historical and specific canon of literature, i.e. informal music-
making, but ending here, with a more focused view of the thematically cogent 
and particular methodological movement of contemporary research in 
autoethnographic music-making as research. I will conclude by showing how 
my research contributes new knowledge even in this narrow field, and by 
summing up the various ways in which I will achieve this in relation to the first 
aim of this thesis. 
Exploring songwriting is something that Leavy in 2009 suggested was still 
relatively underrepresented in research undertaken using autoethnographic 
methodologies (Leavy, 2009b). In fact, she was talking of music as a whole, 
rather than just songwriting, and pointed out how it is still usually researched 
through cultural or social inquiry, studies like Hallam’s in 2001 and 2010,  or 
Barrett’s in 2011, being good examples of this. Where music is taken to be 
the subject, rather than a concrete and legitimate method or means of inquiry 
to undertake research.  
Since Leavy’s (2009b) comments, however, there has been an explosion of 
autoethnographic research using music as a means of inquiry. Take for 
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example the conference entitled “Beyond 'Mesearch': Autoethnography, self-
reflexivity, and personal experience as academic research in music studies”, 
which had dozens of papers being given that were all autoethnographic. To 
give more specific detail, most of these papers are relevant to this thesis in 
terms of, for example: music-making as research (Benetti & Hiney, 2018; 
Davies, 2018; Gentili, 2018); music-making and politics (Koskela, 2018; 
Rubin, 2018); music, tradition and traditional music (Batlle, 2018; Purkiss, 
2018); and music education (Axtell, 2018; Castelein, Vandermoortele, & De 
Baets, 2018; Gouzouasis, 2018). 
Despite this recent upsurge in productivity within this field, the topic of my 
thesis remains as of yet unexplored, and my songwriting has long been a 
means of social inquiry or comment in itself; ‘Between the Lines’ (see Poole, 
1997, and Appendix D6) probably being my first true attempt of this kind of 
inquiry. Since, songwriting has for me only become a more distinct place of 
inquiry; the voice and lyricism, a site of knowledge (Cancienne & Snowber, 
2003). Music is no longer to me merely a medium that because of its 
expressive qualities makes for inventive or engaging presentation or 
qualitative research as Bartleet (2015) reviews. Likewise, research is to me, 
much more than the observation or recording of lyrical, improvisational, or 
compositional processes like those presented by Bresler (2008), Daykin 
(2008), or Jenoure (2002). Through autoethnography, it becomes an 
exposition of the way in which my own personal and cultural experiences 
interconnect. Like a strand of DNA, my personal and cultural musical 
experiences are part of the same ribbon; a pair of parallel helices intertwined 
about the common connecting axes of song and its performance (B-L. 
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Bartleet & Ellis, 2009b; Knight, 2011; Mio, 2005; Webber, 2011). I view song 
as a manifestation of the conjoined self and other. While Bartleet and Ellis 
(2009b), Knight (2011), Mio (2005) and Webber (2011) all recognise how 
other is intrinsically and equally present in a composition alongside the self, 
as studies none of them actually deal with the tension between tradition and 
innovation specifically.  
Cottrell (2004) and Mackinlay and Bartleet (2012) undertook 
ethnomusicological autoethnographies that looked at the interrelatedness of 
the social and personal aspects of their music-making. Even to the extent of 
considering the very friendships that make composition or performance 
possible, which holds significance for this investigation through my 
connection with ‘the loose kites’. Focusing upon the creative process 
involved in songwriting amidst the tension between tradition and innovation 
was again though distinctly absent.  
Autoethnographies have also been written by music teachers who reflected 
on the relationships and values they embody in the classroom (Mackinlay & 
Bartleet, 2008). This most definitely has relevance to my research and 
standpoint, given the socio-political context and interest of folkloristics. 
Mackinlay and Bartleet’s (2008) work is particularly salient if considered in 
conjunction with how Bartleet and Hultgren (2008) and Sudnow (2001) use 
autoethnography to reflect and examine their own teaching and learning. I 
will for example reflexively explore the ways I learn, theorise, with my 
songwriting and recognise song as a complex social phenomenon that can 
inspire critical processes, as Spry (2010) does with her work on swing. To a 
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certain degree, I will do this by treating music as a cultural text and analyzing 
it autoethnographically in the way that Holman Jones’ (Holman Jones, 
2002a, 2002b, 2010) work on torch singing does. 
My autoethnographic exploration should develop the awareness I have as a 
songwriter of my own practice, and as a songwriter I might, as Bartleet and 
Ellis (2009b) suggest, develop the creative potentials of autoethnography: “In 
such cases, the focus is on how engaging and personal tales can be told 
through music and words, which inspire audiences to react, reflect, and 
reciprocate in response to the musical story being told” (Bartleet, 2015, p. 
447). 
The first aim of this thesis is to understand songwriting practice as an 
alternative way of being in and knowing the world. So, the writing of lyrics, 
the composition, the performance of the song and how it is produced are all 
methods which address this aim, as they are methods with which I: connect 
with the emotions of the listener; explore critical processes and questions; 
engage with concepts and theories; give license for the self to be a space for 
discovery; and offer research by way of performance (Bagley & Cancienne, 
2008). 
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Third Movement: Methodology 
The following sections will outline my overall methodology: theoretical 
framework; research design; methods; and sample. Each section is also 
divided into subsections to draw out the salient points for clarification. These 
will be highlighted by a short introduction at the beginning of each section. 
Throughout these sections, and the whole thesis, my methodology will be 
interwoven and linked to examples of my practice. The following sections 
provide a rationale for perambulography and ekphrastic lyrics as research 
methods. Both methods will be explained with a focus on how they are a 
means of producing knowledge and contributing to human understanding so 
as to legitimise them as innovative art-based methods of inquiry. As arts-
based methods, the conventional values of inquiry are less important, and as 
such “facts, control, distance, and neutrality” (Bochner & Ellis, 2003, p. 506) 
have little relevance to me as a songwriter or academic.  
That said, by using an autoethnographic methodology, my art-based practice 
as research dissolves the dichotomy of process and product (Benetti & 
Hiney, 2018): or more specifically the dichotomy of songwriting and song. 
The purpose of this is to challenge the dominant popular and elitist cultural 
modes tendencies to pedestalize the final product, and instead embraces the 
more organic and living folk tradition of music-making, or in Small’s words 
‘musicking’ (Small, 1998): when making music might be defined not just as 
an individual’s act but a collective understanding. Methodologically speaking, 
this understanding for me also means that collective responsibility is a 
bourne for its success or failure. Singing becomes an understanding 
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(TWtKS, 16:10) which is much more interested in process, learning, 
community and performance than it is any definitive fact, form, object or 
understanding of it as a final product. All reasonings and understandings 
which address my aims. 
To conclude, the research and practice naturally aligns with the paradigmatic 
stance of arts-based practice as research (Bobadilla et al., 2017; Leavy, 
2009a; Sullivan, 2005), but is also a stance that holds with a postmodern 
perspective. In the main, because the personal experience narrative is 
paramount to the research methodology. It represents a social and political 
position that is ever-changing, and provisional. It disregards the grand 
narratives and hegemony of modernism (Lyotard, 1984, 1992), and as such, 
mine is a standpoint that revels in multiple truths and holds them as all 
equally valid. For example, Green’s views are different to mine but have 
equitable status, to mine or anyone else’s. This thesis is “Re/search [sic] 
[that] champions versatility, inter-epistemological acceptance, and diversity 
of knowledge types, understandings and thus ways of reinterpreting ‘impact’” 
(See Appendix Eiii, or Poole, 2017c, p. 155). 
In realising its aims this thesis takes an onto-epistemological standpoint of 
coherentism, accommodating varying, fluctuating and pluralistic truths. 
Autoethnography is a sound and proven methodological means of capturing 
this, but the reliability, validity, and generalizability in such research changes. 
Nonetheless, faced with an alterity that arts-based practice as research is 
well placed to deal with the cogency between autoethnographic 
methodologies and arts-based practice as research methods allows for the 
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altered context, meaning and utility of these terms to be sympathetically dealt 
with (Bobadilla et al., 2017; Grennan, 2015). For this autoethnography: I 
must heed and answer any latent questions of credibility in defence of the 
works reliability; I must recognise it is the listener and reader rather than any 
participant that creates the potential of generalizability; and finally, that 
authenticity is key to the work’s validity. 
 
A theoretical framework: Bausinger’s theory as a 
looking-glass 
The following section articulates the theoretical framework that this thesis is 
working within. It further divides and explains Bausinger’s (1961) conceptual 
principles. This is done so that his contributions to folkloristics can be 
understood as a lens or looking-glass for how learning might occur during 
songwriting and why his theory, therefore, is applicable to this research and 
its aims. To aid in this explanation of Bausinger’s (1961) work, the following 
sub-headings will be employed: The contemporary relevance of Bausinger’s 
theoretical principles; Bausinger’s contribution to the paradigm shift of 
folkloristics and its relation to research in education; Bausinger’s conceptual 
structure and postnationalism; Folklorism; and, applying Bausinger’s 
framework to this research. 
In summary, each of these sub-sections will critically discuss a specific 
theoretical principle of Bausinger’s (1961) work and note how it is applicable 
to this research’s aims. 
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The contemporary relevance of Bausinger’s theoretical 
principles 
The emanicpatory qualities of democratic learning that philosopher Jacques 
Rancière’s corpus espouses, or the political wranglings with education that 
Raymond Williams undertakes were both strong contenders for theoretically 
underpinning this research but none deal with folk culture in the disciplinary 
context from which my own interest, education and involvement in academia 
stem. 
It has been widely recognised within the field of folkloristics, that Bausinger’s 
(1961) theoretical principles integrate several previously divergent notions 
(Beckwith, 1992; Ben-Amos, 1990; Mechling, 1991), specifically, notions 
regarding the development of folk culture. The synthesis found in 
'Volksculture in Der Technischen Welt' (Bausinger, 1961) still has a 
considerable amount to offer present-day and future investigations and 
understandings (Beckwith, 1992; Mechling, 1991; Tokofsy, 1995), again, 
mainly with regards to the changing nature of society and tradition. This also 
offers a possible pathway for future research into creativity. For these 
reasons alone it is relevant to this research as a framework for reflecting 
upon my own practice. Beckwith (1992) for example, notes how Bausinger 
“anticipates the themes of contemporary post-modern thought without 
sacrificing a commitment to the phenomena and to more traditional models 
of scholarly rigour” (1961, p. 100).  
Though rarely acknowledged the book has relevance and vitality in terms of 
the argument being developed in this thesis. Mechling (1991) recognised the 
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poignancy the work had in relation to the issues of the day such as 
immigration and pluralism 30 years ago, and this has resonance in recent 
times. Notions of pluralism most certainly do for this research. Not simply in 
terms of the multiple voices it contains, but significantly in the socio-political 
sense that is so fundamental to the second aim of this research, in terms of 
identity formation and social cohesion. 
Ben-Amos (1990) recognised a differing but no less critical relevance of 
Bausinger’s approach in the increase of research into the comparable 
subject matter: Themes such as folklorism, folk revival, and urban legend, 
have all been increasingly researched over the decades since Bausinger’s 
(1961) publication. Each of these themes has been analytically and 
descriptively studied over the years (Boyes, 2010; Brunvand, 1981; 
Maximiliano, 2013; Newall, 1987) but it was arguably Bausinger (1961) alone 
that decided to deal with them within a unified, systematic theory that 
presupposed each individually and collectively as a response to the 
incipience of new technology. I intend to embark upon a similar path in the 
use of Bausinger's (1961) supple, systematic theory as a way of conceiving 
of the responses to the epochal change that is the emergence of digital 
technology. The use of the term ‘path’ here has particular relevance, the 
importance of which will become clear as the research progresses. 
I also suggest that innovation, and cultural change for all of its finality, if 
employing Bausinger’s (1961) theory, does not obliterate the past, but 
instead conserves and changes features of previous embryonic practices 
and their development (Beckwith, 1992). As Ben-Amos (1990) states: 
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“In contrast to the common lament about the passing of traditional 
societies in the face of advances in technology, Bausinger theorises 
and demonstrates that while man's environment changes, the 
dynamics of tradition may be transformed, but they do not disappear. 
He proposed a theory of expansion rather than disintegration, of 
traditional culture in the age of technology” (p. vii). 
In conclusion, Beckwith (1992) and Ben-Amos (1990) recognise the impact 
of Bausinger’s (1961) theory of expansion, and how it is a perspective that 
reverses the reader’s expectations; the manner in which folk culture is 
reidentified as something other than timeless tradition. The way folk culture is 
subject to time and change makes Bausinger’s (1961) book revolutionary. 
Bausinger’s (1961) proposals ushered folkloristics into the then 
contemporary world, forcing others to confront and cope with the changes 
that were occurring in the then contemporary society. It is the hope that as a 
framework for an arts-based practice that it might offer the same opportunity 
for how songwriting is viewed within education as a domain of research. 
 
Bausinger’s contribution to the paradigm shift of folkloristics 
and its relation to research in education 
This following section leads on from the contemporary relevance of 
Bausinger’s (1961) work in the last section, and how his work suggested a 
new perspective that was largely incontestable. Through a consideration of 
the ramifications of his work, both theoretical and practical, this section 
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moves beyond its impact on the domain of folkloristics and looks at how it 
links with education, drawing on examples from my own practice. Given the 
previous section’s position, Bausinger’s (1961) work can be seen to have 
contributed significantly to the pivotal paradigm shift of folkloristics in the 
1960s, by challenging the idealisation of traditional life and viewing its 
romantic naïveté with a restrained disdain.  
Akin to Botkin’s Folklore Unit and Royse’s Social-Ethnic Studies Unit, both 
under the auspice of The Federal Writers’ Project (FWP) of 1930s America 
(A. Banks, 1980), Bausinger (1961) suggested a shift in the focus of practice. 
Unlike his predecessors though, rather than concerning himself solely with 
the collection of industrial and urban folklore, as opposed to the stereotypical 
rural lore more often associated with tradition, his theory instead made 
conceptual leaps. Although there was a distinct likeness to Botkin and 
Royce’s (Botkin, 1939, 1958) decision to focus upon the folklore of 
immigrants, Bausinger’s (1961) premise moved beyond the superficial 
suggestion that the urban environment with its factories, congestion and 
widely diverse demographics was a ‘natural environment’ as much as any 
agrarian, countryside environment. The age-old tension between the 
countryside and the city that provokes and reveals itself as nostalgia (and 
perhaps an inspiring influence for the advent of folkloristics) was for 
Bausinger (1961) a function of technological advancement.  
Any artistic product, such as a song, dealing with this tension (see Appendix 
D8 as an example), or rather, a songwriting process dealing with this tension 
would be from Bausinger’s (1961) point of view functional; it was a way of 
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understanding technological change. Mechling (1991) describes how 
Bausinger viewed these effects: “technology came to be ‘naturalized’ in 
European thinking and how even the ‘regressions’ to pre-technical beliefs 
turn out to confirm the triumph of technological thinking” (p. 83). As such, 
within Bausinger’s (1961) theory, the concept of tradition changes: tradition 
becomes more than just the principal concept of folkloristics, developing into 
the concluding or absolute reason for folklore in society (Ben-Amos, 1990).  
This understanding challenges notions of tradition represented as a product 
passed on linearly from one generation to the next. Dewey’s (1938) 
educational philosophy of progressivism has salience with Bausinger’s 
(1961) thinking. For Dewey (1938), conservative and traditional philosophies 
of education such as perennialism or essentialism (Hirsch, 1999) are in the 
business of transmitting time-honoured bodies of knowledge and values, 
from one generation to the next, through language, arts and music (like 
extreme views of tradition). Questions about who has the right to be the 
arbiter of such knowledge arise. Thinkers whose commentaries align with 
progressivism today still view this mode of education as mainly 
disenfranchising for the learner and unresponsive to changes in society 
(Robinson, 2010). Rendering any transmitted knowledge or value as 
increasingly irrelevant for each generation of learner if it is not allowed to 
evolve or adapt to the contemporary environment. This transmission can be 
understood in terms of the folk mode’s tradition of how songwriting, 
performance and recording occur, as process over product too:  
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Although often arguably misquoted and misunderstood (Gove, 2013), Dewey 
(1938), did not dismiss pedagogical approaches of transmission entirely. On 
the contrary, the application of progressivism as an underpinning educational 
philosophy of practice, to his mind, should bring about a balance between 
didactic transmission and learner-centred experience in pedagogical 
approach. 
Like Bausinger’s (1961) views, Dewey’s (1938), and my own are process 
rather than product orientated. They allow for change; for the invention of 
tradition; a space for creativity within, and part of, one’s cultural heritage. 
Tradition from this perspective is no longer a mere product of transmission, it 
is dynamic, ever-changing, and is drawn out by the tensions created by the 
processes of innovation: as Eliot states of tradition in relation to a talented 
individual, it “cannot be inherited, and if you want it you must obtain it by 
great labour" (Eliot, 1982, p. 37).  
Tradition, Bausinger (1961) would suggest, needs to be considered as 
something in perpetual retransformation; in a state of constant 
precariousness, fracturing under the storms of change. What is more, as 
individuals within a society, there is a collective and continual attempt to fix, 
cofferdam and reshape tradition, through performances, customs, rites and a 
multitude of other practices, either refreshed, revived - or if necessity 
demands – invented (to ‘cofferdam’, is to pump out water from a space to 
undertake repairs. Such as one might when repairing a ship below the water 
line. I use this here by way of extending the following metaphor). As a way of 
understanding innovation and knowledge creation in this way, a metaphor of 
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a ship serves well: imagine a ship forever sailing, unable to drydock to repair 
using the best of materials, and so is instead continually being repaired and 
rebuilt at sea by the crew, repaired only by the materials that the boat is 
made from. A parallel can be drawn here as Bausinger’s (1961) theory 
challenges notions of maintaining the status quo in terms of tradition, 
described earlier as ‘curatorship’, in favour of an ever-changing, organic 
understanding of sense experience. 
To conclude, with this particular appreciation of knowledge, Bausinger’s 
(1961) work precedes Hobsbawm and Ranger’s (1983) seminal book: ‘The 
Invention of Tradition’, not only by seeing tradition as a cultural construct 
rather than as a cultural given, but also in the ideological use of the past in 
the present (Mechling, 1991, p. 83; Ben-Amos, 1990). It is not my intention 
here to suggest that one merely takes stock of the past in order to marshal 
the future, but instead that a temporal understanding of the past, as much as 
Bausinger’s (1961) other horizons: spatial and social, is something that 
should be reconsidered in order to garner new possibilities in an 
understanding of creativity. This conceptual position is crucial in realising the 
second aim of identity formation and social cohesion in this study. 
 
Bausinger’s conceptual structure and postnationalism 
The prescient nature of Bausinger’s (1961) three core concepts is multi-
faceted. Whether as a structuring feature of his work: such as the concept of 
expansion; or by the concepts that run like threads through the various 
sections, like his concerns with the commodification of folklore and 
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denationalisation. Given the movement and direction of more recent studies 
(Dubey, 2003; Thompson, 2012) I will use the term postnationalism though, it 
is a political stance that synonymous with denationalisation, questions 
whether the concepts of nation and nationhood are redundant. 
The conceptual thread of postnationalism in Bausinger’s (1961) work 
certainly refers to a perspective that postmodern society could establish 
toward folklore and in many ways it has. It could also, in disagreement with 
Ben-Amos (1990), denote a process of folklore within traditional culture itself, 
by virtue of it being a perspective that must necessarily change ad Infinitum. 
Postnationalism to Bausinger (1961) represents an assessment – quite 
literally – a society ‘sitting beside’ their own folklore, and recognising what 
importance they themselves give to aspects of it (‘to assess’ etymologically 
derived from the Latin ‘assidere’ meaning to ‘sit by’). Eliot (1948) too, saw the 
need to consider what a society ascribed to, or devalued, in their own cultural 
tradition, as one facet of keeping a balance between unity and diversity 
within society itself. This being the main reason why one might not consider 
Eliot to be quite so culturally conservative as some writers suggest (K. 
Jones, 2009). 
While cultural tradition and folklore may have been prized and thought vital to 
a folks understanding of nationhood, Eliot’s (1948), like Bausinger’s (1961) 
argument was that as a precondition for a stable culture, its folklore should 
neither hold with nationalism, nor extreme cultural homogeneity. Folklore 
then should be stripped of any romantic, nationalistic meaning if it is to be 
analysed in a way that considers personhood rather than locating 
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nationhood. All these notions contribute to Bausinger’s (1961) framework 
being able to support the aims. Especially, the second aim in this case, as 
the conceptual thread of postnationalism (Bausinger, 1961) generates a 
political standpoint in terms of identity that might promote folkloric 
songwriting practice that is concerned with cultural democracy. 
This political standpoint also contributes to another reason which Bausinger 
(1961) eludes to, for disconnecting folklore and nationalism’s long and at 
times unfortunate relationship. The manipulation of cultural tradition and 
folklore into differing political ideologies through the ages has caused tragedy 
after tragedy. When they are misrepresented as the ‘spirit of the nation’, 
often through a humanistic yet romantic lens, they can be used in a nefarious 
manner. Take the current search for ‘British Values’ in the education system 
of the United Kingdom for example (Travis, 2014) and the much debated 
Prevent Strategy (2011) that is tenuously sanctioned by virtue of that search 
and legitimizes the behaviour of ‘one people’ against another (see Appendix 
D9 for writing on these kind of political machinations). Eliot (1948), and in no 
small degree Dewey (1938), both of whom were writing amidst a backdrop of 
growing nationalism and fascism, recognised that a balance was desperately 
needed. Bausinger (1961) similarly suggested that if folklore were to be 
reclaimed from the perceptions and practices of nationalism, especially those 
of Nazism, it would need to be disassociated from the nation-state, and 
treated instead as a field not dissimilar to sociology.  
The postnational discourse of more recent years has exploited the 
denationalizing function of the research shift from the urban to the digital 
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environment; in the same way, the shift from the rural to the urban did, as 
Ben-Amos (1990) describes. Within this exploitation, Bausinger’s (1961) 
recognition of romanticism’s obscuring of particular aspects of folklore is 
strengthened: That folklore’s function is to purposefully homogenise cultural 
differences between and across social, temporal and geographic horizons 
becomes clearer.  
While Bausinger (1961) began to explore the social experiences of urban life 
for immigrants, the impact upon the social world via the virtual or digital world 
might now also be considered. The virtual experience, like the urban one, 
has conservative and expansive powers influencing the traditional cultures 
that digital immigrants and natives alike (Prensky, 2001) suffuse into the 
digital world. Prensky (2001) terms people who were born circa 1979 or 
thereafter as ‘digital natives’. People for whom virtual or augmented reality 
and digital life, is part of real life, not an addendum. Accordingly, people who 
had not grown up with the advent of digital technologies pre-circa 1979 he 
calls ‘digital immigrants’. Regardless, of whether one subscribes to Prensky’s 
(2001) differentiation of people, for either immigrant or native, the digital 
world does not serve as the same kind of culturally pluralistic realm that the 
city did. 
Nonetheless, social life operates with new, diverse forms of context, which 
both translates traditions into the digital world and generates new ones that 
are digital in origin and perhaps only appreciable digitally. Arguably the 
traditions of the person who regularly uses the internet, or netizen 
(Thompson, 2012), transcend even those of the urban immigrant, that Ben-
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Amos (1990) describes as ‘uprooted and rerooted’, in terms of not being 
subject to nationalist inclinations. It is not just Bausinger’s (1961) 
methodology that is postnational nor the cultural and creative acts under 
consideration, but the manner in which these things are themselves 
becoming increasingly postnational.  
 
Folklorism 
Apart from postnationalism, there is another thread that runs through 
Bausinger’s (1961) theory. While it is first considered by him in the 
untranslated 1971 publication ‘Folklore: From Antiquity Research to Cultural 
Analysis’ (Bausinger, 1971), the commodification of folklore is often 
acknowledged to be a concept that was thoroughly interrogated in academia 
by Bendix (1988). The term which has come to describe it however, 
folklorism, has been debated across disciplines let alone within folkloristics 
itself. Especially, with regards to a precise defintion of the term. In this 
instance, I will take the views of Bausinger’s several theses written in the mid 
60s as my lodestone for this conceptual thread (these views coherently stem 
from critical discussion in German academia after the publication of Hans 
Moser’s introduction of the idea to ethnology in 1962 in his article “vom 
Folklorismus in unserer zeit” (Folklorism in our time, published in Zeitschrift 
für Volkskunde)). After Bausinger worked on this concept, a chapter on 
folklorism was added to the 1990 reprinted publication of ‘Folk Culture  in a 
World of Technology’ as a natural progression of his former theory. For 
Bausinger (1990), it represents the transformation of folklore in the 
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postmodern world into a tradable, or marketable commodity, converting a 
group’s tradition into a resource: a means of making a living. This kind of 
remuneration is not new to traditional cultures. The monetary gain for all 
kinds of performance, presentation or creation has long been tolerable, 
sought after even. The sale of such things, however, is no longer for their 
own intrinsic worth or purpose, but instead is due to the belief that the said 
things embody the meaning of tradition of a particular national, regional, 
ethnic or subcultural group. The intention of these creations is for them to be 
marketed to as many consumers as possible, so they often pander to the 
clichéd views, or conform to ideas that their audiences and consumers have 
picked up, of the traditions of a precise location or particular folkloric group 
(Ben-Amos, 1990).  
A good example from my own practice (see Appendix D10) is how I looked 
up the most common first name and surname in Wales, to include it in a 
song I was writing in 2009: “the ballad of Bianca Owen”. It was an attempt to 
make as many connections with the strong Welsh folk scene as possible and 
to get the song played on BBC Radio Wales, but it was also a manifestation 
of folk music becoming a tradable commodity; it was folklorism. The export 
market gives further examples of commodified tradition through souvenirs 
and shows for holidaymakers, or groups of artists from other countries 
performing abroad. 
To conclude, it should be noted that, Bausinger’s (1990) theories and 
accounts have relevance for any geographical location; as Ben-Amos (1990) 
suggests while he relays examples of German culture, “one could provide 
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examples of similar processes albeit with modifications for local conditions” 
(p. 10). This is still the case for virtual spaces too. As virtual groups often 
materialize in reality, through the significance of coming from a village, 
feeling that a country is a home, remembering or taking part in an old 
tradition that somehow resonates with oneself, whether it was invented or 
transmitted, these all lie in the imagination and aspirations of the individual. 
Identity develops, whether it be regional, ethnic, national or other. 
This demonstrates how the theoretical framework can encourage exploration 
of the second aim. Intrinsically, postmodern folklore can be a constructive 
and beneficial social force among those who endeavour to reconstruct their 
lives after they have been crushed by hegemony or homogenisation. Equally 
though, there is a contrary concern: Folklore could just as easily be a 
negative social force, one that drove Botkin (1939) to state that it was 
essential to differentiate the “democratic and progressive folk consciousness 
from the regressive folk dogma of the racialists and nationalists” (Botkin, 
1939). After experiencing the crisis and tragedy of World War II, Dewey 
expressed that a “‘Great Community’ consisting of a confederation of local 
communities” (Kearney, 2004, p. 238) would be the only definitive resolution 
to nationalistic crises. He contended, that only if communal, local life could 
be re-established, would the folk satisfactorily find a resolution to their most 
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Applying Bausinger’s framework to this research 
In the same way that Bausinger (1961) employs his folkloristic theory within a 
milieu of romanticism, I propose, with a continuing appreciation of this milieu 
to extend his theory to suggest a theory of folklore and creativity in the digital 
world; employing the same principle concept: an expansion of horizons. This 
expansion should be considered in a positive light. One which considers 
tradition, in the digital world, virtual experience, and digital expertise as 
expanding rather than disintegrating. Widening the understanding of folklore 
in communities, and feelings of belonging as something inevitable and 
increasingly becoming more complex and interrelated, rather than 
understanding it as undergoing a process of entropy (see Appendix A9). 
Aligned with Bausinger’s (1961) thinking and framework, this research 
explores the expansion through the same three horizons: the spatial, social 
and temporal.  
Mechling (1991) suggests that the dramatic expansion of these dimensions, 
of the folk’s horizons, and the perceived corresponding dissolution of 
boundaries, actually leads to the romantic reaction and its proposition that 
Heimat for example, is “the only genuine and popular culture” (Bausinger, 
1961, p. 54). Heimat defined here as denoting the relationship of an 
individual with a specific spatial-social group. Bausinger (1961) equally sees 
the tremendous irony in these motions, “as they inevitably construct folklore 
displays highly dependent upon commodification and high culture” (Mechling, 
1991, p.83). 
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Folklore of the digital world becomes loose. Looser than that of the 
technological world, and discards more of its ritualised, ancient and 
mythological aspects, that were looked for in the traditions of primitive 
peoples throughout modernity. This idea is something that 
I think resonates in a draft folk song I wrote when 
beginning to explore for this research (Poole, 2017a) (see 
QR code to the right). While initially, I intended to explore 
a political view of technological advancement, more in line with Bausinger’s 
(1961) temporal expansion than anything else. This song ended up echoing 
the sentiment of the modern primitive. The term ‘modern primitive’ is an 
oxymoron frequently used by individuals to describe themselves if they feel 
they subscribe to the new folk idiom (M-Magazine, 2016a). For postmodern 
folklore and folk song, this kind of self-reflexiveness and the notion that it is 
for sale are central aspects of tradition: a blurring of the folk and normative 
cultural traditions. Something which again is apparent in the stylistics of the 
song, through the use of a simple folk structure, verse, chorus, verse, 
chorus, on the one hand, and the use of beatboxing on the other. 
Tradition has developed from being understood communally with a shared 
viewpoint, to being understood in a societal way with numerous viewpoints. It 
can now be understood in the virtual realm through an infinite amalgamation 
of viewpoints, with infinitely diverse evaluative structures.  
“It has acquired new symbolic significances in which the spurious 
obtains a new genuineness in its new contexts, and the genuine loses 
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its historical significance to become valued for its antiquity, which in 
turn can be faked” (Ben-Amos, 1990, p. 5). 
This perspective is one of coherentism: a perspective in which relations and 
references are expanding, and knowledge is becoming increasingly and 
multiplicitly interconnected; it is not a perspective that states that knowledge 
is not based on foundations.  
Similarly, the Renaissance tradition of the pastoral has extended its 
subscription to a digital world whose inhabitants have aspirations of ruralism 
and antiquity. The aspirations are symbolic of constancy and permanency 
that in turn could be thought to be missing in the contemporary, digital, fast-
paced world. A world which as a result searches for and is satisfied by the 
miscellaneous digital presentations and items that symbolise these ideas. 
Applying this view might explain the impulses of songwriters to work within 
the digital realm yet aspire for pieces to belong to a folk culture. In terms of 
the first and second aims of this research, Bausinger’s (1961) concepts then 
become wholly appropriate as a theoretical framework by which to structure, 
appraise or consider the expansion of folkloric practices. 
To summarise, with a further elaboration: if we consider the first aim, and 
how songwriting practice might form an alternative way of knowing the world. 
From one point of view, this expansion of folklore could be viewed as a 
development of the assessment of a knowledge. If the metaphor of a man-
made, woven fabric were to represent knowledge, it is possible to perceive 
that this fabric is continually being woven, being worked upon, contributed to. 
The fabric’s edges are growing and are subsequently appraised from an 
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expanding perspective. In the digital world, experience gains diverse 
meanings, by differing netizens and the various communities they may be 
part of, at differing points in their lives. It is also increasingly referential, 
surpassing mere era, location, or social class to embrace the historical, the 
exotic, and the socially exclusive: The fabric is folded so that all edges meet 
simultaneously at a single point.  
At the risk of stretching the metaphor too far, this folded fabric might be seen 
as a sack, within which is contained our socio-political identity. Nonetheless, 
folklore, through expansion, has developed copious, sometimes contrastive, 
meanings that undergo a permanent revolution. 
 
Autoethnographic research design 
The following section considers the research design. It does this in a similar 
fashion to the last section, by creating sub-sections that are relevant to this 
research, and its aims. The first few sub-sections develop the positionality of 
the research itself, and then of myself as researcher within the research; so, 
after defining the position of song and the process of songwriting within the 
research, my position as researcher will be outlined. In some ways, the 
theme of positionality continues into the later sub-sections of ‘Methods’; the 
particularly important sub-sections that explain, ‘Perambulography’, and 
‘Ekphrastic lyric writing’. The small section regarding the ‘Production of the 
song’, outlines the digital tools and technology that was employed in the 
making of the song. Each stage of this process is outlined, the recording, 
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editing, arranging and production. Finally, the sub-section regarding the 
participant ‘sample’ and some pertinent ethical considerations draw this 
methodological chapter to a close. Links to the aims of the thesis are 
mentioned as the methodological reasoning unfolds. 
 
The position of song and writing in my research 
In the introduction to this chapter, I quoted Bochner and Ellis (2003) and their 
list of traditional standards of inquiry that as an art-based autoethnographer I 
have no interest in: “emphasized facts, control, distance, and neutrality” 
(Bochner & Ellis, 2003, p. 506). This section of the thesis will not explain how 
songwriting practice as a research method detracts from these standards per 
se, but will instead focus upon how song is as an embodied knowledge. This 
will be achieved by highlighting the methodological decisions I have made, 
the realisations I have had, and how I have used Bausinger’s (1961) theory 
as a theoretical framework, to support the aims of the thesis. For example, to 
realise the first aim, song as my arts-based practice is not just presented as 
embodied knowledge, it must also articulate it in a way that no other type of 
research can so that an understanding of songwriting theory and practice as 
an alternative way of being in and knowing the world can be achieved.  
So, the design of this research must not just be solely concerned with how I 
understand songwriting to be an embodied inquiry – “sensuous, emotional, 
intimate” (Bochner & Ellis, 2003, p. 506) - it must also privilege imagination 
as more important than rigour, meanings to be more important than facts, 
and the heart to be at least as important as the mind. In the following 
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illumination of my research design, I will discuss my songwriting, music and 
lyric-writing practices critically and reflexively. 
Songwriting to me symbolises far more than an expression of ideas or 
feelings; it is how I understand the world. It is my mode of knowledge, and 
how I know the world. Personal expression has a part to play in the process, 
and the product itself is a representation of identity, but song and the process 
of songwriting is much more: it is for me a process of embodied truth. Hence 
I will explore my own creative practice of writing and performing songs 
through a culturally aware approach. Through similar understandings of 
embodied truth Bartleet and Ellis (2009a) have drawn together numerous 
precedents of musicians who are also exploring, investigating, understanding 
and expressing personal experience narratives at the heart of their own 
creative practices, they state that: “In practice-led research, composers and 
performers are uncovering the ways in which their personal lives and cultural 
experiences intertwine in the creation and interpretation of musical works” as 
texts of evocation (Bartleet & Ellis, 2009a, pg. 7). 
It is precisely this standpoint that resonates with me and my practice; such 
art-based, practice-led research will allow me to explore the tension in 
songwriting between tradition and innovation. I share a complex feeling akin 
to guilt that Bartleet (2015) explains, when she states how "many 
autoethnographers straddle similar worlds in the creation of their evocative 
texts” (p. 450), because I am so aware of how the reader could easily 
interpret a song and ask, like Bartleet "where the "ethno" is in this 
autoethnography!?" (p. 450). Especially if I as songwriter am exploring 
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through my own writing and performing; through my own song. 
Contextualising this artistic practice then is critical, and I would do so through 
the relationship it has with time and place as previously mentioned. 
Lewis in 2004 gave an insightful and apposite resolution to the predicament 
of an apparent lack of the ‘other’ or ‘ethno’ element to his research. It is 
significant here too, as it shows how the interpretation of innovative 
songwriting could be understood in relation to ‘other’. To my mind, the 
development of the songwriter in innovative music should be thought of as 
incorporating not only the realisation of a personal musical self but the 
“harmonisation” (Lewis, 2004, p. 150) of one’s musical self with one’s social 
environment, one’s cultural belonging. The development of a songwriter then 
warrants one’s individuality and culture to sing through the song (Knight, 
2011). Songwriting is synecdochal for the ‘ethno’ aspect of this research, it 
represents ‘other’, and exposes folk culture. Songs themselves are greater 
than the sum of their parts (Reed‐Danahay, 1997): they reveal as a 
metonymy of the complex individual, the musical self and their cultural and 
social context of composition. 
I italicised place, time and social in the previous discussion of the research 
design. I recognise them as essential to my own arts-based practice. Apart 
from Bausinger’s (1961) theoretical framework naturally lending itself to this 
research because of its folkloristic methodology, these italicised concepts 
also resonate with Bausinger’s (1961) Spatial, Temporal and Social horizons. 
These horizons are consequently being used as structural devices for this 
thesis, as well as the theoretical framework by which póiesis, práxis and 
Simon Poole EdDoc Thesis 
Page 91 of 231 
 
theoría are explored. In understanding these terms, I turn to Heidegger 
(1997) for some delineation: “Heidegger (1997) proposed that the modes of 
understanding: póiesis (art), theoría (theory), and práxis (practice), were 
most readily appreciated through a set of matching modes of knowledge. 
Póiesis corresponding to téchne (craft), theoría with sophía (intellect), and 
práxis with phrónesis (practical wisdom)” (Poole, 2017c, p. 150). It is in these 
delineations that the greatest problem I had in designing this research lies. 
Dewey (1938), clarifies the problem: 
“one of the outstanding problems of education, as of music, is 
modulation. In the case of education, modulation means movement 
from a social and human centre toward a more objective intellectual 
scheme of organization, always bearing in mind, however, that 
intellectual organization is not an end in itself but is the means by 
which social relations, distinctively human ties and bonds, may be 
understood and more intelligently ordered” (p.83). 
Dewey’s (1938) point here outlines how práxis and theoría interrelate, but 
also the difficulty one has in translating one mode of knowledge to another. 
For Dewey and Heidegger “phrónesis was the principal mode of knowledge, 
anticipating sophía – theoretical knowledge” (Poole, 2017c, p. 150). While I 
would also agree with Dewey and Heidegger, I had the additional difficulty of 
considering my own songwriting to be a craft or téchne, understood through 
the mode of póiesis. This needed to be untangled in order to undertake this 
research or at least be recognised as a dilemma. 
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Up to this point, I may have referred to my songwriting as a practice or 
práxis, and reading the literature review it is easy to appreciate why: in the 
field of education that is what a teacher – or practitioner - reflects upon. It is 
how I have been taught to engage with my work as an educator, and so it is 
the language I am familiar with. It would not have served my narrative to 
introduce this problem earlier. The problem is that I am also a craftsman who 
integrates this way of knowing into my practice. Alongside the tension that 
Dewey describes, and to satisfy the academy, I must also further translate 
my hybrid knowledge and understanding into theoría and sophía. So to 
borrow from ancient Greece one last time, from geometry specifically: My 
translation is a transformation formed by the composition of two reflections in 
which the lines of reflection are parallel lines. 
For the way I know and understand the world – a song would have been 
more than enough – but it is required of me that I translate it. I will explore 
and present my craft-based practice – or téchne-based práxis - by holding up 
Bausinger’s (1961) mirror. It is a framework looking-glass that will allow 
transformation because like the nature of culture it is organic enough to 
theorize those parallel reflections. 
 
My position as songwriter within the research  
Adler and Adler (1987) along with Andrews (2000) all recognize that 
undertaking autoethnographic research can be “near[ly] schizophrenic in its 
frenzied multiple focus” (Adler & Adler, 1987, p. 70), and that an individual’s 
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identity is composed of multiple narratives that they might tell about 
themselves. My narratives are songs. My songs are products of my 
psychosocial identity. It is partly through song, therefore, that this thesis 
addresses the second aim of this research. My later theoretical consideration 
of such a product is to illuminate: a process; the engagement with tradition; 
and other products as other, allows for a more unifying approach to the 
research I am undertaking. 
I might consider myself to be what Adler and Adler (1987) term a ‘Complete 
Member Researcher’. Although the fact that I am researching my own 
téchne, by ‘othering’ my own process and products, as well as others, 
complicates this position. As Anderson (2006) points out: “being a complete 
researcher does not imply a panoptical or nonproblematic positionality” (p. 
380). Nonetheless, I am a member of a particular group whose members 
undertake the téchne processes that I am researching. This though is two-
fold, as I am part of the songwriting community at large, and I am also a 
member of a particular songwriting community, the band of musicians, ‘the 
loose kites’. Anderson (2006) perhaps more usefully for my position, offers 
two different categories that one might fall into as a researcher, 
‘Opportunistic’ and ‘Convert’ (p. 379). I would delineate myself as an 
‘Opportunistic Complete Member Researcher’ (Adler & Adler, 1987; 
Anderson, 2006) for this research, due to the fact that I have “acquired 
intimate familiarity through occupational, recreational [and] lifestyle 
participation” (Anderson, 2006, p. 379).  
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This autoethnographic method would not be critically employed however 
without acknowledging the heuristic approach and narrative inquiry that form 
part of my methodological understanding. Harrison’s (2002) photographic 
autoethnography is a good example of this fusion. Especially given that 
photographs were unexpectedly utilised in the research as a stimulus at one 
point of the creative process. My song(s) (like photographs) will be used to 
express a personal experience narrative; they are living memories, and form 
my exploration of the broader social importance of my personal experiences. 
Song as autoethnographic musical performance is the conflation of 
autobiographic compulsion and the ethnographic instant. As research the 
sequential process of writing, singing, recording, and producing is a critical, 
self-reflexive discourse and is intended for listeners (Bochner & Ellis, 2003; 
Spry, 2001) “rather than for passive reception, and [is] created to provoke 
conversations and questions rather than closed-statements and conclusions” 
(Bartleet, 2015, p. 445). 
Research as a cultural interpretation of this kind is only possible because the 
práxis concerned is innately and necessarily reflexive; identity is left bare and 
visible as culture disrupts and fragments it (Spry, 2001). The conjoined self 
and other then is a prominent feature of this music autoethnography. 
This feature is a strength. The argument for using such a method lies in this 
strength. I view it as a woven fabric where the warps hang like assertible 
propositions of multi-ply yarn as my text and final song: as my thesis. In the 
fashion of a Hegelian dialectic (Hegel, 1952), the wefts are woven through 
the text as sonic and audio references, accessible via QR codes. These 
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materials of ‘other’ and the ‘otherness’ of myself contradict, but are equally 
assertible as other truths: they are the antithesis of the text yet form the 
textile. This necessary opposition creates the strength of the fabric. The 
mutual contradiction is interwoven to create research that offers a more 
complex understanding of cultural truth: a tertiary proposition of synthesis. 
To give this woven fabric, that is the comprehensive literature review, a more 
musical metaphor one might instead think of it as ‘harmonious counterpoint’ 
(Bartleet & Ellis, 2009a, p. 13). Counterpoint is a polyphony; it signifies the 
combination of two or more independent voices or melodies that can vary in 
rhythm, timbre or melody but are sang (or played) simultaneously. Despite 
their difference, when unified they form a type of harmony. Harmonious 
counterpoint then is when these multiple voices become a single harmonic 
texture in which each maintains its true character. 
In conclusion, by taking heed of the contextualising discussions; including 
reference to audio and video via QR codes; and enquiring through song, my 
voice and others will be conjoined in singular and plural narratives for my 
own consideration (Alexander, Moreira, & Kumar, 2012). This textual 
narrative(s) is a sonic representation of how the second aim might be 
addressed, specifically regarding identity formation and social cohesion. This 
exploration concerns both: discovery and transmission (Dewey, 1938); 
diversity and unity (Eliot, 1948) and community and identity (Dundes, 2002). 
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Methods: Perambulography and Ekphrastic lyric 
writing 
Through the exploration of the process of my own songwriting, using my own 
voice, and reflections on the feelings and thinking that the methods 
employed impart during the process, song becomes my method of inquiry. 
The methods that have been employed or invented have been done so 
because they either speak to all three aims of the research through their very 
manifestation or they are a means by which the aims can be considered.  
Song as a simple method of inquiry does not necessarily resist conventional 
qualitative research, but as Spry (2001) highlights it can challenge the typical 
way of representing ‘other’. In this research, the methods of inquiry do 
represent ‘other’ differently, and they also have the dual purpose of 
contextualising my process and being my mode of representation (Bartleet, 
2015). Throughout this research, I also hope to present téchne-based práxis 
as research that as Adams and Holman Jones (2008) argue, can be by its 
very nature political, and as Leavy (2009b) argues can be socially aware and 
just. Folk song has a history of protest songs that are politically aware, 
overtly political, or providing agency for social justice (see Chumbawamba’s 
historical collection as an example, on the album ‘English Rebel Songs – 
1381-1984’). It is the intention that this will be achieved through methods that 
are sympathetic to the research aims in terms of process (not merely 
product), identity formation, social cohesion, and cultural democracy; all of 
which might bear pedagogical connotations. The second aim of the research 
then is dealt with a greater degree of specificity in this way. The third aim can 
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also subsequently be addressed. Linking the themes of the aims and 
considering them in this way resembles other research methods employed in 
similar fields, within the critical arts-based practice as research in education 
field for example. 
Critical arts-based practice as research in education, or critical arts-based 
education as it is also known, has for some decades now had numerous 
scholars whose work has been concerned with the politics as well as the 
aesthetics of educational inquiry. They usually undertake research through 
modes of inquiry that involve some kind of literature or visual arts however 
(Barone, 2000; Finley, 2011). Specifically, the research has explored how 
modes of inquiry, implicit in arts practice, like observing, performing and 
interacting might be effectual pedagogically, or, of more salience to this 
inquiry, and aligning with the third aim, to learning (Barone & Eisner, 2006; E. 
W. Eisner, 2002; Leavy, 2009a). So, in accordance with these explorative 
precedents, the following sections, explain how each of these further 
methods of inquiry was devised that it might be used to address the aims of 
the research. Both perambulography and ekphrastic lyric writing are methods 
conceived as part of the process of the songwriting and were both responses 
that worked within Bausinger’s (1961) theoretical framework and with its 
principles and concepts. They do not just support song as a method of 
inquiry they are, in this instance, a part of this method of inquiry, as they form 
parts of the songwriting process, yet they are methods of inquiry in their own 
right too.  
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To conclude then, and for clarification, song as a method of inquiry in this 
research is not solely concerned with the final product (The Walk to Kitty’s 
Stone). Instead, I view song as a method of inquiry in manifold ways: It exists 
as the act of singing, in terms of the embodied truth; the process of 
songwriting and any methods that that might entail, e.g. how the lyrics are 
written, how the melody or harmonies are composed, and so on; and it also 
exists in the process of songwriting in terms of recording, arranging, editing, 
producing and mastering. It is not, however, the job of this accompanying 
written aspect to instrumentally pick apart these processes, the song itself 
has done this. Nonetheless, this written part of the research is going to focus 
on two particular methods. 
The first, because of its innovative nature, how much was learnt through it as 
a mode of inquiry, the potential it holds for multiple domains of research, but 
most of all because of how intimately it was able to connect with and explore 
the aims of this research. This method I have called perambulography. 
The second method I have chosen to focus upon, was the ekphrastic lyric 
writing because it was less expected as a response and yet yielded data that 
was again crucial to the overall method of inquiry through the songwriting 
process. Finally, I have added some technical notes regarding the production 
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Perambulography 
This method I initially envisaged would help me capture an understanding of 
the spatial horizon in a way that avoided the romantic and sentimental, and 
that instead would allow for an expression of psychogeographical 
understanding. Reminiscent of a dérive (Debord, 1956), or Benjamin’s 
flânuer (1997) this method differs too dramatically from their intentions 
though to be aligned with them. Benjamin’s flânuer (1997) is apposite 
though, compared to other variants because he saw the flânuer as a symbol 
of the estrangement of capitalism and of the city. His archetype met its end 
through consumer capitalism. I would offer a resurgence through revolution, 
possibly by dériving through the natural landscape rather than undertaking 
the usual understanding of a dérive which is to drift through an urban 
landscape. 
The práxis I was undertaking though was far closer to MacFarlane’s (2012, 
2013a, 2013b) understanding of walking a landscape, theoretically 
synonymous even. It is an understanding that harbours and endures great 
feeling. For example, in a paper he gives on YouTube called ‘Landscape and 
the Human heart’, MacFarlane (2012) describes his understanding of 
connecting with the landscape through the poet Edward Thomas’s thinking: 
“He was obsessed, I think, with one question above all, and that question 
was, “How we are affirmed and scattered by, how we are consoled and 
troubled by the landscapes through which we move, and the places in which 
we live” (MacFarlane, 2012). 
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In attempting to understand this, I developed a práxis I have called 
perambulography. It is important to reiterate here the context of my 
connection with nature and a particular landscape: The rural county of 
Cheshire is the place where I grew up, and where my immediate family are, 
and ancestors were from (Appendix B3 shows a typical Cheshire country 
lane). 
Linking with my secondary aim I was interested in drawing a connection 
between this landscape and my sense of belonging; to understand the 
impact of Bausinger’s (1961) horizons, on a person’s sense of belonging 
and/or identity, quite literally by drawing. The drawings that I would 
undertake though needed to represent my journey through the natural world 
with immediacy. It is unclear to me why but I viewed this as a more authentic 
response.  
So, I intended to avoid capturing and expressing a particular subject or 
singular moment with any overt or laboured emotional reaction; it was the 
journey through the landscape I was trying to capture. My drawings then 
would be affected by each footstep, stile, gate, passing tree, or pathway. 
They would be a direct interpretation of the land, a felt, lived and recorded 
experience. The ultimate goal was to then use these drawings as a graphic 
score for composition in order to present the experience in a way which 
might resonate with listeners. 
The first predicament I came across was how to draw nonstop so that the 
drawing was a record of uninterrupted reactions to the environment. To 
resolve this, I constructed a contraption (see figures 1a – below - to 1c on the 
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following page and Appendix C for further photographs of its construction) 
that would enable me to wind an axle with a paper roll attached to it. The 
paper being wound over a board and the straps supporting the contraption 
meant I could draw whilst walking (Appendix B6 demonstrates this well). I 
produced line drawings, with little in the way of other artistic elements such 
as tone being introduced. This though helped functionally because the drawn 
lines could readily be interpreted into music as was my intention; they could 
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Figures 1b: Constructing the perambulographer; constructing the frame; then 
















Figures 1c: Constructing the Perambulographer; the finished contraption without 
straps.  
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Although the drawings were important for me due to them recording a walk 
from my own home, I felt that they lacked the significance of belonging 
somewhere that one might experience having walked a walk many times; 
being aware of a landscape; or the sense of connectedness one feels when 
walking in ancient places, that one’s ancestors have also walked (The chorus 
to ‘Sell Out’ by The Levellers has always summed this up for me – see 
Appendix D7). To resolve this predicament, I took the same walk 24 times, 
and rather than drawing upon paper with a fineliner as I did for the first walk, 
I used acetate and permanent markers. If each walk is thought of like a song 
or a voice, then when the acetates were placed on top of one another they 
allowed each walk to be viewed in chorus, I chose 1 paper 
and 3 acetate graphic scores for the final multi-layered 
graphic score (see the QR code to the right to view the 
entire composition as the layered graphic score). The 
pictures on the following page are an example of the 
graphic score. 
I took the same walk at 4am with an ambient microphone recorder to record 
the dawn chorus. This recording features through much of the final 
composition as a background texture. It is particularly noticeable as part of 
the texture in the uphill, woodland walk at TWtKS 09:30. I also took the same 
walk without recording equipment of any kind a further 11 times. In total, I 
walked the walk 36 times for this research over a period of 6 months. All of 
these walks were undertaken on my own, except for the first with the 
Perambulographer, when a friend accompanied me and recorded short 
videos on my iPhone. They did not interact with me at all, even when I spoke 
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directly or indirectly to the camera. When I did this, I was journaling my 
reactions to the Perambulographer, and the decisions I made during the 
mark-making of the graphic score.  
 
Figure 2a: Graphic score of the beginning of the walk (TWtKS 00:42-01:00). 
With one walk (an acetate graphic score) only. 
 
 
Figure 2b: Graphic score of numerous gates just before crossing the stile to 
the holloway (TWtKS 04:13). With three walks (two acetates and one paper 
score). 
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The photographs on the concertina page (p. 101) are screenshots from the 
footage taken by my friend of the first walk with the Perambulographer, they 
are included to depict the following description of the walk. The walk itself 
was from my home in Brown Knowl, Cheshire (Figure 3a) to Kitty’s Stone, 
which is on the top of Bickerton Hill. The first quarter of the walk is along a 
few country lanes (Figures 3b & 3bii) until one comes across a kissing gate 
that then leads onto farmland through a holloway (only about 100 metres or 
so, Figure 3c; TWtKS 07:35). At the end of the holloway one comes across 
another stile. From there, a public footpath takes one through National Trust 
property with birch, beech and oak woodland (Figures 3di, 3dii); another 
quarter of the walk is then undertaken up a sandstone hill in such 
surroundings (Figure 3diii; TWtKS 09:30). Getting to the top of Bickerton Hill 
sees a change in the natural landscape into a managed heathland scrub, the 
dominant species being heather, wimberrires (bilberries) and birch (Figures 
3e & 3eii). Following the rocky path then leads to Kitty’s Stone, the summit of 
Bickerton Hill (Figure 3f). From here, one can look north-by-northwest and 
see another hill, on the sandstone ridge, where my Grandad’s ashes were 
scattered, beyond that Helsby where my dad worked all his life, and beyond 
that Liverpool on the distant horizon (Figure 3g); to the west, the Cheshire 
Plain leads to the Welsh hills and Snowdonia. The South is not clearly 
visible, but you can see parts of Shropshire and Staffordshire. The east 
cannot be seen. 
To summarise, this explanation of the walk while factual and serving a 
purpose here creates for me only a superficial new knowledge, nothing like 
that which an evocative folk song could. Perambulography, however, as a 
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meaning-making exercise allowed me to notice and respond emotionally to 
the landscape, and my connection with it. The song ‘The Walk to Kitty’s 
Stone’ would not have been possible without this recurring, increasingly 
connecting approach to one’s place in time, space and social environment. 
Considering the third aim of this research, this process of songwriting has 
significant benefits as an inclusive classroom practice of songwriting for 
pupils. Equally, there is little technical expertise required by a teaching 
practitioner to implement the process in a reduced form if needs be, i.e. 
without software, and a variety of recording, editing and mastering tools. 
To reiterate, the figures on the following page (3a to 3g) are screenshots 
from the video of the first walk with the perambulographer. They are 
referenced on the previous page to visually depict the description of the walk. 
Audio references to points in the composition are also added to correlate 
with some of the visual references. 
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Ekphrastic lyric writing 
After the graphic score had been drawn 
through perambulography, I started to 
consider how it would be interpreted. It 
could have been a choral piece with no 
words, but this was too removed a 
practice for me, rather limiting in terms of 
sonic and metaphorical options, and I did 
not think that I could share the feelings I 
wished to without using words. My initial 
thought was to use the verbal reflections 
from the perambulography videos, and so I went about isolating the audio 
from the video. While useful, these recordings would not suffice on their own 
as they also lacked symbolism and metaphoricity. The solution to this lyrical 
dilemma came about when I was thinking of the ‘holloway’ (a section of path 
on the walk) and its peculiar connection with time. I came across the writing 
of Benjamin (1974) at this time and was inspired by it, as he was inspired by 
Klee’s (1920) angel (picture above right). For Benjamin (1974) the angel was 
being blown by the winds of progress, walking backwards into the future, 
surveying ruins upon ruins being increasingly heaped on top of one another 
as time passes. The very notion of ‘historical progress’ was a cruel illusion to 
Benjamin (1974). Nonetheless, it was from these ruins which one chooses 
and draws one’s narrative.  
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So, my own téchne-based práxis for writing the lyrics became just that: a 
narrative. It also took heed of the synergy in this práxis between Benjamin’s 
(1974) thinking and Bausinger’s (1961) concept of nature’s depreciation and 
the need to develop more sustainably, which is discussed later. This synergy 
led me to consider my historical connections with nature, which needed not 
only to be framed theoretically but be actual research too. 
The research process again turned to visual cues to achieve this. I have 
always taken photographs of things in nature that have interested me. If 
viewed as historical ruins a narrative could be drawn through them. The first 
step of this research method was to filter through all the digital photographs I 
had ever taken (11,025 photographs, from between 2004 to 2016). I then 
chose images that showed animals, plants etc., that were particularly rare, 
endangered or unusual. This was not undertaken as a photographic 
autoethnography might usually be: “… to examine and represent a range of 
social and cultural interactions between people” (Thoutenhoofd, 1998). 
Instead, it was undertaken more as a method where, “within the genre of 
autoethnography, visual art has been used as a method for producing, 
cultural knowledge, a mode of inquiry for evoking self-understanding, and a 
form of representation for research findings” (Bochner & Ellis, 2003). 
These photographs, these ruins, were then used as stimuli for provocation or 
rumination. It resulted in twenty ekphrastic lyrical verses 
containing metaphors that have helped me to further understand the tensions 
of connectedness, identity and community I was exploring in line with the 
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second aim of this thesis (see Appendix A for the full 
anthology, see the QR code to the right as an example – this 
was the final lyric written). Below is the photograph that 
inspired the verse. 
 
 
Figure 5: the mushroom Coprinus comatus, known in Cheshire as the Shaggy ink 
cap. 
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Ekphrasis is writing produced as a rhetorical exercise, typically in response 
to a work of visual art; in this case, it was an immediate discursive response 
to the feelings, ideas and experiences of viewing photographs I had taken. 
As I was trying to capture an unadulterated emotion and reaction. I found 
that this unexpectedly gave me licence to create lyrics that were purposefully 
written quickly and could be left unedited. I was able to capture my initial raw 
thoughts. Words and phrases were then chosen from the lyrical verses and 
the captured audio from the videos and used to develop rhythms, melodies, 
harmonies and counterpoints of all these aspects. The developing lyrics and 
sections of songs were then organised within the larger structure of ‘The 
Walk to Kitty’s Stone’ that was determined by the graphic score of the 
perambulographer. 
These lyrics were framed by and considered the same three 'horizons' 
that Bausinger (1961) put forward in his theory of expansion, the spatial, 
temporal, and social. While I kept returning most frequently to the social 
horizon in my thoughts, I found that the temporal and spatial were 
unavoidably and integrally intertwined with it. For example, metaphors of 
constellations came about to express an understanding of the social and 
time; and archipelagos (see Appendix A4) to appreciate the social and 
spatial aspects. Both inexorably led to considerations of the tension between 
identity and community (Rosenburg, 2000), and my theory of 'be-longing'. 
This theory arose from one of the lyrical verses when I was attempting to 
sum up the meaning of the German word ‘Sehnsucht’. There are direct 
comparisons in other languages but not English: the Portuguese word 
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‘Saudade’, or the Romanian word ‘dor’. In this case, I thought of the 
differences in meaning and what people meant when they said, for example, 
‘I belong’ or ‘you belong together’, and if ‘you should be long together’ was 
as touching or meaningful. Etymologically, it does not follow as I had hoped, 
‘belong’ originating from the old English ‘gelang’, meaning ‘at hand’ rather 
than having a temporal aspect. 
Theoretically though, ‘be-longing’ seemed to be emerging as an 
understanding that was directly connected with one’s appreciation of time(s) 
and place and simultaneously represented an inconsolable feeling of loss for 
something that one cannot determine. It was a theory of songwriting práxis 
that to rephrase Bartleet’s (2015) tale of recollection, reinforced one of my 
primary motivations as a songwriter: to find ways of making my songs 
relevant to the time and place in which I lived. Creating songs that drew on 
my background, without being bound by any particular idiom; to write lyrics 
for songs that embody the personal. This method allowed me to write lyrics 
and songs that unfolded with the inevitability and inner-logic of tradition but 
with the energy, surprise and uncertainty of innovation.  
 
Production of the song 
To record, edit, arrange and produce (in the record-making sense) I used the 
Cubase LE AI (64 Bit) Application, a Røde NT1 microphone and a Scarlett2i2 
Audio interface. To capture ‘in-the-field’ recordings, in this case, the 
birdsong, I used a Zoom H4n Pro handheld recorder, with high-fidelity mic 
preamps and built-in X/Y stereo microphones. To master the song I used the 
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online tool ‘Landr’ which utilises an adaptive, A.I. technology (Landr, 2018). 
The song itself also used only a couple of plug-ins and 142 different vocal 
tracks. The only other piece of recording equipment used was whatever my 
Grandpa accidentally pressed record on, instead of play, 23 years ago. The 
inbuilt microphone captured his discussion with friends while trying to play 
them a song I had recorded on a C90 cassette tape and given him to listen 
to. I converted this cassette tape to an MP3 in order to include it in the song. 
In terms of the production values, I kept everything fairly raw and organic, 
this was to reflect what I think of as the best representation of the process in 
the product.  
 
Sample: the folk band ‘the loose kites’ 
The central tenet of folkloristics is that everyone, including me, belongs to a 
variety of folk groups. The number of people in each group depends upon 
the nature of it. They may be occupational groups, familial, groups or 
recreational. Regardless, it is these groups that folkloristics researches 
(Dundes, 1980). In order to make sure that the voices of the particular folk 
group I am concerned with in this investigation are represented, I had a 
discussion with each musician who is currently performing with the band I am 
a part of: ‘the loose kites’ (aka the kites; the name of the band is never 
capitalised, e.g. ‘The Loose Kites’. It is written ‘the loose kites’, and there 
have been multiple reasons espoused for it over the years, e.g. being ‘anti-
capitalist’; following the poet e. e. cumming’s lead in the apocryphal 
exercising of humility; and finally, that all letters (read members) are equal. 
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Either way, it certainly serves to reify the group’s ideals. The name will be 
placed within inverted commas in this study for ease). Full ethical clearance 
was gained from the Faculty’s ethical board before the discussions took 
place. Each band member composes individually as well as collectively with 
the kites, and a number of them work in education, so have consequently 
considered the phenomenon I am researching (Cresswell, 1994).  
Each of the 7 discussions lasted approximately 2 hours, and while I used 
each of Bausinger’s (1961) theoretical concepts like an agenda for the 
discussion, I was completely open to discussing any other themes that each 
individual might have thought relevant or important. This was vital in terms of 
reflexivity and representation; it enacted pluralism. As Midtgarden, Malterud 
and Stige (2009) suggest this would not create a demand for a consensus of 
a groups onto-epistemology, merely what warranted discussion.  
It is also ethically important that the views of the folk group that my research 
is aligned with should be duly noted, for relational concerns in particular. For 
example, I am friends with, and work with, the participants, and will continue 
to do so. The use of names in this research was subsequently deemed 
ethically appropriate, as again, for relational reasons the members of the 
band are known publically and digitally around the world. My relationship with 
them and their’s with each other could easily and quickly be ascertained 
online, these relationships cannot be anonymised to the determined seeker 
of such information.  
Nonetheless, despite it seeming purposeless to attempt to create a sense of 
anonymity given these facts, I have anonymised the band members 
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responses in the section that draws upon our discussions, to provide a level 
of confidentiality and identity protection. The information collected is 
presented in a way that makes it impossible to match data to a specific 
participant, e.g. Participant A; Participant B; and so on. 
I would not be drawing upon the discussions in the conventional sense of 
qualitative research. The discussions would not necessarily be foregrounded 
in the exploration, as song itself would represent ‘other’. There was a need 
though to ensure that the lived experiences under scrutiny fairly represented 
the community that I am a part of. So, each discussion was transcribed 
verbatim and analysed to provide an ethnographical context to the writing, 
exploration, emotive context and presentation of an understanding of the 
lived experience of myself as a songwriter. In order to present this context, I 
used the analytic process of open coding (Biddix, 2009) 
This process was undertaken by first reading the 180,000 words of recorded 
data several times. After which, I began to create tentative themes for sets of 
data that summarised what I was interpreting. There were twelve themes in 
all, and they were not based on Bausinger’s (1961) or any other existing 
theory, but rather, were based on the meaning that emerged from the data. 
Reviewing the transcribed recordings again, allowed me to establish 
properties of each theme so I could also consider further coding, such as 
axial coding, if identifiable relationships beneficial or useful to the research 
could be found (Given, 2008).  
As such, there was enough data to usefully suggest a selective code based 
on the open coding, in that a core variable that included all of the data could 
Simon Poole EdDoc Thesis 
Page 116 of 231 
 
be identified. Specifically, this core variable could be interpreted as: ‘Why the 
music of ‘the loose kites’ is part of the folk mode of cultural tradition’.  
Considering the themes in relation to the core variable enabled them to be 
considered in a more structured way. Specifically, the themes could be 
clearly divided into three distinct, yet interconnected groups. These groups 
are comprised of: five factors of ‘the loose kites’ writing of songs in the folk 
cultural mode; three ways that ‘the loose kites’ classify their songwriting as 
occurring within the folk cultural mode; and four recurring predicating notions 
deemed as necessary for the ‘the loose kites’ to be able to write songs in the 
folk cultural mode.  
In all, the core variable, ways of classifying, predicating notions and factors 
spoke directly to the aims of the research. The third aim was significantly 
addressed by this contextual interpretation through a link between learning 
and the process of songwriting in the folk cultural mode and tradition.  
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Finale: Analysis using Bausinger’s Theory 
The following four sections consider my práxis as a songwriter, the latter 
three will use each of Bausinger’s (1961; 1991) horizons as a lens. The very 
first section outlines the twelve significant themes of songwriting practice for 
‘the loose kites’. This provides a context in which my práxis is positioned. 
The significant themes are dealt with first through a discussion of the 
recurring predicating notions of ‘the loose kites’ songwriting práxis; then by 
discussing the three ways that ‘the loose kites’ songwriting is classified as 
belonging to the folk cultural mode; and finally, by outlining the remaining five 
significant themes. This is done by introducing them as factors that ‘the loose 
kites’ identify as determining the cultural mode of their songs.  
Following this first contextualising section, I attempt to disintegrate my own 
práxis, in order to see more clearly, and make transparent to others, what 
concerns me when I write, how I go about it, and what it means to be a folk 
songwriter in the digital age. This disintegration then might well be thought of 
as the expansion process itself, dis-integration, becoming plural, and the 
recombining of understandings, so that I might learn the tensions I am 
concerned with in this study. 
Each of Bausinger’s (1961) three horizons, the spatial, temporal and social, 
is used as a theoretical framework and each is further divided into tri-partite 
sub-sections. The first of these sub-sections applies the particular horizon as 
Bausinger (1961) first theorised it, and how I responded to it 
methodologically as a songwriter. This sub-section is a kind of conversation 
between these two elements, with reference to ‘the loose kites’ views 
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throughout. The second sub-section of each horizon gives a brief summary 
of how my práxis is informed by theory, and the final sub-section offers some 
thoughts on what learning my práxis allows for. To include a more direct 
definition of each of the horizons, I would suggest, perhaps reductively, that 
the spatial horizon is concerned with the extent of a geographic, topographic 
or virtual realm that an individual or folk group inhabits, and their relationship 
with it. Similarly, the temporal horizon of an individual or folk group again 
considers the relationship of these people with the time that they live in and 
with other times past, present or future. As with the other horizons, the 
temporal horizon, is also defined by how the experiences of an individual or 
folk group are understood; temporally speaking of course this would be an 
understanding of experience in relation to time. Finally, the social horizon is 
again concerned with the extent to which, and how, an individual or folk 
group socialises, for example is an individual’s social interaction limited to a 
small, monocultural, isolated village, or is it virtually and globally connnected 
in a rhizomatic, intercultural manner? These definitions of course are 
malleable and are in themselves interlinked and full of tensions like any 
práxis. 
Exploring my práxes through such concepts though makes the práxes and 
concepts alike more transparent. In turn, the tensions between tradition and 
innovation become clearer too. While striving for transparency, it is inevitably 
a little opaque as I am always invoking or imposing my subjectivity. I have 
attempted to mitigate against this by involving the views of ‘the loose kites’ 
and others whether in agreement with my thinking or not. In these cases ‘the 
loose kites’ views are included to present a richer picture rather than an 
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analytic one. This to some degree appeases my moral queasiness at 
interrogating, presenting and writing about the self and my own práxis too, 
and so also allows me, to a degree, to relinquish the responsibility of 
authorship to the reader and listener and their empathy. To this extent, what I 
consider in each of the following horizons and their sub-sections does not 
attempt to resolve anything. I agree with Bragg (Awbi, 2018), I feel impelled 
to write and share, and I do so with the baggage of tradition, yet seeking a 
new innovative means of expressing through my song.  
In summary, the first section contextualizes and positions my práxis, and the 
final three sections are a journey using Bausinger’s (1961) concepts as a 
theoretical framework; it is an exploration of my práxis as an artist. It is not a 
series of reflections that offer answers, "for an artist to suggest they've got 
the answers and they're going to save everybody is a betrayal of the 
relationship between the listener and the artist" (Awbi, 2018, p. 24). It is more 
a series of reflections that give rise to questions. 
 
Significant themes of songwriting práxis for ‘the 
loose kites’ 
As mentioned in the first movement concerned with defining folk and popular 
music, what constitutes a songwriting practice in a folk cultural mode is 
necessarily plural and fluid, and furthermore, traditions oscillate between 
modes. There does appear though, to be some views around what 
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constitutes songs created in the folk cultural mode that provide a fixative to 
the context in which I operate as a songwriter. 
The conversations that I recorded, transcribed and coded, with my fellow 
loose kites, provide these views and context. The following section first 
outlines three of the crucial recurring predicating notions of the folk cultural 
mode that emerged from the discussions regarding collaboration, authenticity 
and autonomy. 
The fourth predicating notion, like the others, is a concept that is too large, 
and perhaps resultingly is not coherent enough to form a factor. It is certainly 
less tangible to warrant its further discussion in the following section. 
Nonetheless, the role that respect plays in songwriting (just like collaboration, 
autonomy, and authenticity) is crucial, so it will be interwoven into all four 
sections of the analysis (again, just like the other notions); respect features 
considerably in the temporal horizon for example. Overall, as notions, they 
were all very relevant in forming the context in which my own práxis is 
couched, and they feature in my actual práxis a great deal.  
The discussion of the recurring predicating notions is then followed by the 
exploration of the three ways in which the songwriting práxes of ‘the loose 
kites’ is classified or categorised as belonging to the folk cultural mode. 
Finally, the section moves on to outline five factors which ‘the loose kites’ 
identify as determining the cultural mode of their songs.  
While I will expose these five factors as phenomena that I can also 
personally relate to and agree with (as one might expect from a group of 
people that work together), more than anything the conversations 
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foregrounded how numerous contexts and experiences far beyond the 
normative culture inter-mingled in our musical lives as young people, and 
continue to do so as we craft our songwriting today. For example:  
Participant D: …Speaking as someone in the band, it's that process of 
collaboration in terms of the collective composing that happens. 
That's quite a unique experience in terms of being in the band 
really I think, just the way we work… 
…Yeah, the process of collaboration and creation through 
playing, through jamming, which back when I first met you 
guys, I didn't really have that much experience of.  
Participant D goes on to describe experiences in musical theatre, 
experiences which I have not shared. Articulations like this by Participant D, 
help to form a convincing picture of the context of the cultural mode I am 
songwriting within, because, despite such differences in terms of experience, 
there is agreement on the predicating notions and factors that underpin or 
constitute the songs of ‘the loose kites’ and why they can be identified as 
falling within the idiom of the cultural mode of folk music. It would be easy to 
imagine how divergent experiences would generate wildly differing views, but 
the experiences that we each had, and have, are a creative, strongly political 
and highly socio-geographic inheritance, that we brought, and continue to 
develop and bring, to our folk group’s compositional table. 
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Some thoughts on the recurring predicating notions 
The notion of collaboration that a number of the participants mention, despite 
these differences, seems to underpin the perspective that our authenticity as 
folk artists is viewed as upholding an “honesty” (as Participant B explains) 
and yet is a manifestation of our individual autonomies:  
Participant E: That's kind of, that's probably folky isn't it, to put your, to 
maintain something, put your stamp on it.  
It is comments like this by Participant E, that suggest that it is precisely 
because we are folk musicians that we are able to ‘authentically’ identify as 
‘artists’; that this is the domain of the mode of folk culture alone, and that 
such autonomy engendering authenticity does not exist in other cultural 
modes. This is a problematic view for too many reasons to go into here, but 
one that is heavily concerned with creating an identity for oneself, and as a 
view appears to be supported by all but one of the participants: 
Participant G: Yeah, I would say we're more an artist than most, than not. But 
then say the biggest gig XXX plays in the north is actually her 
professional job. Which is a long way from folk in terms that 
she's told exactly how to ... what to do and how to do it, and it 
subscribing to whatever performance she's issued [inaudible 
00:15:05] depending on which way the winds blowing.  
Again, autonomy and the question of authenticity is clearly positioned here in 
Participant G’s statement as separate, for example, from the elite traditions 
of classical performers whom it is viewed have little to no autonomy due to 
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the elite cultural mode being more concerned with purist views of 
transmissive tradition. This links directly with the third aim of the study, 
regarding pedagogy and learning. Similar views are expressed regarding the 
folk cultural mode being separate from the normative traditions of pop 
musicians as well: 
Participant B: That's the magic. That is part of the magic in life. That's why 
we like to try to conjure it up. It's conjured up out of people 
getting together and this thing coming out. That's millions of 
miles apart from Kanye West or something, isn't it? I mean it 
couldn't be any further away from that just productized crap 
that's packaged up and sold. A feeling of inclusion, maybe it's 
the individualism against the ideology of community. 
There is an awareness of ‘be-longing’ in the way that Participant B discusses 
the tension between community and identity. Inclusion, egalitarianism and 
collective creativity are pitted in direct opposition to a market-driven image of 
the normative cultural mode. The coming together of people to innovate and 
create as an inherently enjoyable self-motivating and self-satisfying social act 
is held as a tenet of the folk cultural mode. It is a politically charged tenet: 
Participant B: Be the change you want to ... No, it's great for a sentiment. It 
also, for me again, it's this idea you can't fight power. You can't 
fight this iron grip that society has over us. We can't fight fire 
with fire, can't fight power with trying to equal it, because it's not 
going to win. It's about doing things in opposition to that and 
just standing there and doing those things. Trying to share that 
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feeling. In that sense, yes, the kites would definitely ... If it 
spreads that feeling and brings people in, draws people in and 
makes them share in that moment with you, then I think it can 
have an effect on people's thinking 
For six of the kites, suggested here in Participant B’s further comment, this 
coming together is how a political standpoint is gained. Songwriting práxis in 
the folk cultural mode is activism that advocates cultural democracy. As 
such, the aims of this research are echoed within these positions. It is, 
however, the second aim of the thesis, that which is concerned with identity 
and songwriting practices, that these comments and views most staunchly 
resonate with. 
 
The core variable or ‘Why the music of ‘the loose kites’ is 
part of the folk mode of cultural tradition 
The next two subsections deal specifically with the core variable that was 
mentioned in the demarcation of the methodology. It was interpreted as: 
‘Why the music of ‘the loose kites’ was part of the folk tradition’. The sub-
sections build upon the previous notion’s socio-political predications. The first 
subsection does so by illustrating the various ways in which the songs are 
classified as cultural outputs or products of the mode of folk cultural tradition. 
The second and final subsection does so by highlighting the five factors that 
were interpreted through the coding of the discussions and deal largely with 
aspects of the songwriting process. 
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All in all, the following subsections present a context which helps to develop 
a more solid ethnographic position for this research. They both draw out the 
views of what ‘the loose kites’ think of their own songwriting and their music’s 
position and relatedness to the folk tradition. It is the five factors, however, in 
the final subsection, and their connection to process which are the most 
significant in this regard. 
 
The three ways ‘the loose kites’ classify their songwriting as 
belonging in the folk cultural mode 
The songs of ‘the loose kites’ are classified as folk throughout the 
discussions in three ways: by distancing the songs and practices from 
practitioners who are seen as folk music purists; by subgenre or description; 
or, by juxtaposing ‘the loose kites’ practices with the practices of other 
cultural modes. 
Participant F distances the songs and practices of ‘the loose kites’ from 
practitioners who are seen as folk music purists, by stating the following on 
this topic: 
Participant F: Yeah. I'd say there are types who wear socks and sandals and 
beards, and smell of real ale, and wear rainbow guitar straps, 
and have got- I don't know, they're railway people in the week, 
and then in the weekend they sort of let their hair down by 
going and not washing for the week and in a caravan 
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somewhere in the middle of Appleby. Those I'd say were the 
purists of folk. 
This parodying of the folk musician creates a definite and general distancing 
of the kites songwriting and performance from the curator or purist 
perspective of the tradition of the folk mode. Participant D furthers this 
position but does so in a more uninimical manner: 
Participant D: People think folk music, and they think either the pure idea of 
folk or they think the '60s political, though somewhat ineffectual 
idea of folk… 
…It's either people with beards, like Ewan MacColl, for 
example, he's a [inaudible 00:11:14]. Then on the other side of 
the coin you've got people in Greenwich Village. Bell, at 
historical context and that's how people still think of folk. I don't 
think people think of folk as something that's happening now. 
That's just my opinion. 
Here the perspective of deliberately distancing ‘the loose kites’ from 
stereotypical understandings of folk culture takes a different view, illustrating 
how understandings of folk culture within the group include divergent 
representations of the mode and its performers. 
The second way the Participants classified the songs of ‘the loose kites’ 
within the folk cultural mode, was to do so via sub-genre or description. This 
approach to classification was often undertaken as a means of creating a 
space to belong to, or identify with, rather than being defined merely by what 
one is not, i.e. ‘not purist’: 
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Participant A: ...We're just alt-folk aren't we, basically? We have folk roots, 
folk sensibilities, but we're not traditionalists, overly. 
This creation of alterity occurs through the application of sub-genres such as: 
‘alt-folk’ here; neologistic genres occur elsewhere, such as ‘neo-skiffle’, or 
‘anglocana’; or, simply by defining through adjectives, such as ‘rootsy’. 
The final way that the Participants deemed the songs of ‘the loose kites’ to 
be part of the folk cultural mode arose from the view that songs need only be 
classified if they were to be seen as finished products; as part of the 
normative cultural mode. In which case they were classified for convenience, 
for the sake of consumers, for those that would sell music, or as an 
explanation for those seeking comparisons or influences. 
 
The five factors of ‘the loose kites’ songwriting práxes 
The previous interpretations of the discussions present ways in which the 
predicating notions, and the songs if classified as products, position ‘the 
loose kites’ songs in the folk cultural mode. In this final subsection, the five 
factors that might be thought of as essential qualities or characteristics of ‘the 
loose kites’ songwriting practices, will be delineated. All of the factors are 
interpreted as being a consensus that heralds any product. They offer 
specific indicators for ‘the loose kites’ of how their songwriting practice is a 
process that can be identified as residing within a folk cultural mode. The first 
four of the five factors are prerequisites to the process of songwriting. The 
final factor is the process itself. The factors are: being non-commercial; being 
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geographically located; having an informal musical structure; using certain 
instrumentation; and most significantly the process of songwriting itself.  
The first factor, of being non-commercial is linked to the second aim of the 
thesis regarding identity and social cohesion, these ideas are often alluded to 
as the reasons by the participants that one would write song in the folk 
cultural mode. These ideas are often talked of in contrast with that of the 
normative cultural modes supposed purposes for creating: fame, celebrity 
and making money. However, the loose kites also sell records and are 
engaged in marketing and advertisements linking this particular factor 
directly with the concept of folklorism (see p. 77). This first factor is 
evidenced on one occasion when Participant G replies after I directly asked a 
question:  
Facilitator: So is it the fact that it's non-commercial that defines it as folk 
then? 
Participant G: I think almost in a way that's part of the thing for folk because 
folk is an artistic based thing. It's not “we are the performers, 
you are the consumer-” 
The participant demonstrates a lack of interest in pedestalising the musician, 
or of creating any divide between the performers and the audience, as a 
means of demonstrating that there is not anything produced that one group 
of people would sell to another. The further suggestion is that the process of 
the performance is owned by all; that there are only those involved and those 
that are not. 
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The second factor the kites stated was that the songs needed to be 
geographically located, in order to be of the folk cultural mode. This came as 
a surprise to myself and could be seen as contradictory to Bausinger’s 
spatial expansion. Especially, if a postnational discourse is viewed as 
indicative of folklore’s general expansion. On the other hand, the links are in 
the main to specific places rather nation-states, with one exception: 
Facilitator: Oh linked to a place?  
Participant G: Yeah, to a place. You know, from what I get of the sort of 
loose kites is quite observational. You know, commentarial. So 
it's fairly ... it's a Chester band, or British band all sorts of the ... 
of that vibe. 
The more direct and unambiguous references to place are more common 
and perhaps are concerned more with community than any form of 
nationalism or wider society: 
Participant B: Cheshire, it's Cheshire. 
The point of note here is that the participants themselves did not need to be 
geographically located, but that the song references and songwriting process 
did. It was important for the participants that the songs told stories of a 
particular place. That this could be understood in larger or smaller scales, i.e. 
as British, as Cheshire, or as Chester, was also an interesting aspect. 
Participant G did not mind the scale to which a song was geographically 
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located, as long as it was, and that the process of songwriting involved 
noticing things about that place and telling of them in the song. 
The music was also deemed to fall within the folk cultural tradition in terms of 
musical structure: 
Participant E: Yeah.  Writing-wise it's got songs with relatively ramshackle 
structures and sort of like random bits and not sort of, it's got 
verses and choruses, but it's not superbly defined. In that 
sense it's quite folky as opposed to more, say poppy which 
would be quite, more strictly defined in terms of the structure 
and- 
The factor of ‘having an informal musical structure’ uses the word ‘informal’ 
to draw a distinction with the more formal and standardised structures of 
songs written within the modes of elite and normative culture. Formal musical 
structures usually have a regular set of bars and beats to a bar, they typically 
use tones and semi-tones, and harmony is created between them by 
recognised and established patterns. Informal musical structures, on the 
other hand, might include an extra beat to the odd bar or create melodies 
that use quarter tones, or chords or harmonies that are not a recognised 
combination of notes. The song ‘Spinning Jenny’ was given as an example of 
the unusual structure being ‘folky’ (see Appendix D4), particularly because of 
the odd number of bars in certain sections.  
In terms of instrumentation being a factor there was a unanimous consensus 
on the use of acoustic instruments, particularly acoustic guitars; having tight 
and multiple harmonies; a small drum kit; and additional instruments like the 
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viola, contributing to the music’s position within the folk cultural mode or 
tradition. Regarding this fourth factor there is however some disagreement 
on whether instrumentation is an indicator of the songwriting process’s 
classification: 
Participant F:  In my perspective, it's not, I don't think, a pure iteration of what 
I would call folk, which I often think is kind of far more acoustic, 
and the instrumentation, and the melodies are different. 
However, I can certainly get a philosophy of it being kind of 
folk. Because when you look at the lyrics, the tracks, to me the 
lyrics and tracks talk about everyday life. 
This disagreement is interesting for a further and more crucial point, and that 
is the fifth factor, and how it also relates back to the general feeling of 
ambivalence in attempting to classify the group’s sound. It again draws 
attention to the assumed normative tradition’s preoccupation with the sale of 
records, the consequent need to classify, and enforce a partiality of product 
over process: 
Participant D: The danger is it's when you think of folk as a label, i.e. a [cast 
00:12:45] on iTunes or what used to be HMV, the draws of the 
CD. It's exclusive, and it's curated. 
I don't try and define the music, but I do think what we do as a 
band is in a folk tradition. I wouldn't say we write, create ‘folk 
music’, but we do ... go about things in an oral way as in 
folklore. We don't write profoundly for example. 
Simon Poole EdDoc Thesis 
Page 132 of 231 
 
The process of songwriting is held in the highest regard by all the kites (as 
one might expect) and is the unequivocal way in which they each identify as 
folk musicians operating in a contemporary, digital, oral tradition. The 
process of songwriting is viewed as an intangible expression; the singing of 
someone’s story and the everyday things they encounter. The process is as 
much a philosophy and oral, digital tradition, as it is a political standpoint. 
This standpoint is apparent in the following participant statements where 
strong connections are drawn between, process, the fifth factor of why the 
music of ‘the loose kites’ resides within a cultural mode of the folk tradition, 
and the first and second aims of this research, that relate to identity 
formation and social cohesion. 
Participant D: It's an ideal. Obviously, that's fraught with the unknown, 
practical considerations. It's an ideal, that's what folk is, it's an 
ideal. 
…The folk that is happening now, because it is happening now, 
it's basically just culture. It’s what people are doing every day 
on the internet.  
Participant C: I don't know, is folk more of a mindset and an outlook on life as 
well? Because I think as a band we tended to have that kind of 
folk outlook? 
…Yeah organic's a good word to sum it up really. We're very 
organic as a band. 
…We never wanted to ride on that wave of mainstream pop or 
rock. We had that kind of we want to be authentic, we want to 
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be ... we want to be a band in the sense that we learn together 
and we come together, and we're friends…  
…Process is very folk I think. 
So, to conclude, the factors that were interpreted as significant through open 
coding were: being non-commercial; being geographically located; having an 
informal musical structure; using certain instrumentation; and, most 
significantly the process of songwriting itself, as it seen as an identity-
forming, socio-political metanarrative of ideals, or philosophy. Specifically, 
these factors addressed the broader core variable that was interpreted as: 
‘Why the music of ‘the loose kites’ is part of the folk tradition’. The first four of 
the five factors were concerned with the qualities necessary for the 
songwriting process to occur and determine the product. The fifth factor, the 
process, is an organic outlook, a communal mindset, an authentic ideal that 
involves the digital, the everyday and is concerned with openness, bonding, 
friendship, learning collectively and dismisses notions of commercialism. To 
reiterate the relevance and connection of these factors to the first and 
second aims of the thesis is strong. 
Like Allsup’s (2008) and Green’s (2008) research the songwriting process of 
‘the loose kites’ is deeply concerned with encouraging people to be involved 
with and to make music. The Participants suggest that the songwriting 
process should be informal and that there should be a purposeful resistance 
in the process to the idea that popular music is the only context or 
inheritance of people’s musical lives. There is a strong sense within the 
discussions that if the process of songwriting does not resist the normative 
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culture then it runs a great risk of disenfranchising people from discovering a 
sense of identity; that without such resistance a disjunction would be created 
between them and the present and historical, socio-geographic context of the 
songs; between themselves as individuals and the music that their 
community makes and enjoys.  
 
Spatial Horizon 
Reflecting upon culture is very much at the heart of this thesis, and it is an 
aim to investigate what ramifications songwriting within a folkloric paradigm 
plays or might play in education. To do this, it is necessary to consider what 
role folklore and folkloristics might play in society. Bronner (2015) notes how 
Boas’ notions of cultural relativism had ramifications for the direction that 
folklorists took in the mid-1900s. Folklore began to be viewed as “a mirror of 
the differences between cultures” (Bronner, 2015, p. 23). With this view, 
folklore has a different role for different functions in different societies. In 
1969, Dundes saw the educational value in this and wrote the article 
“Folklore as a mirror of culture”, modifying Boas’ methodology slightly. In the 
paper he describes how the varying types of folklore “provide a vital resource 
for a teacher who seriously wishes to (1) understand his students better, and 
(2) teach those students more effectively about the world and about the 
human condition. For folklore is autobiographical ethnography” (p. 471) .  
In these words there is not only a methodological parallel to this research but 
an interdisciplinary parallel too; a culturally democratic reasoning is given as 
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to why folkloristics is useful in education. Dundes’ (1969) words also speak 
directly to the aims of this particular research; to notions of identity, 
community, and social cohesion. Promoting the learning or understanding of 
how a person belongs to a place is central to this investigation. While 
Dundes (1969) speaks of the varying types of folklore, I am just looking at 
music, and in the following tri-partite sub-sections, it is my intention to 
investigate song’s relationship with place, or in Bausinger’s terms, one’s 
spatial horizon. In the first section, I will consider how Bausinger (1961) 
views the spatial horizon, by relating the link between song and place in the 
context of education.  
Bausinger’s (1961) concept of expansion will then be applied to the spatial 
horizon and what this means in terms of my own and others practice will be 
foregrounded to exemplify the terms that Bausinger (1961) uses, and 
furthermore to demonstrate how folk culture operates in the digital world. 
Having explored the various connotations of the spatial horizon the following 
sub-section is concerned with the application of it as a theory to my practice, 
synthesising where appropriate the views of ‘the loose kites’. Valuing their 
voices for amplification, richness and inclusiveness. This section looks in 
detail at the results of how perambulography as a method was employed, in 
terms of song and how that compares to views of ‘the loose kites’. 
Finally, the educational ramifications of perambulography will be considered 
by considering the learning that took place, and by looking in greater depth at 
Bausinger’s (1961) exposition of the artificial binary construct of the 
technological and the natural. Linking this back to an educational context and 
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the investigations aims. In short, offering a summary of how my téchne-
based práxis relates to pedagogy, education and learning. 
A piece of research which is very useful in terms of contextualising 
Bausinger’s (1961) social horizon within the domain of education is Kelly’s 
(2017) chapter ‘Geography and Music: A Creative Harmony’. Kelly (2017) 
has no need to attend to Dundes’ (1969) thoughts on the looking-glass 
attributes of folklore, and the differences between cultures it can reflect and 
draw our attention too, but his work serves as a very stable platform from 
which to do so. His work explores the connections between place and music, 
and he suggests that by merely exploring this relationship the researcher can 
be led to a pedagogically beneficial deeper understanding of place, or in 
terms of this research the spatial horizon (Bausinger, 1961).  
Kelly (2017) recognises that a “sense of place, identity and belonging are 
central to the concept of place, as are meaning [and] experience” (p. 165). 
He goes on to cite numerous other authors that also recognize how the 
production and consumption of music generates and articulates narratives 
about place (Cohen, 1995; Connell & Gibson, 2003; Whiteley, Bennett, & 
Hawkins, 2005). The idea of music socially narrativizing ones spatial horizon 
is still a recurring exploration too (Barton, 2016), and is recognised within my 
own songwriting by the kites:  
Participant B: I love the fact that you use these little references and it's got a 
[place]name and stuff. I think people do miss that. I think 
there's a sense of sadness in people that everything is so 
global. Everything has to be so ubiquitous, rather than a sense 
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of belonging. People miss the sense of belonging. If you can 
provide that place in time- 
Returning to the opening quotations of this chapter, where Bronner (2015) 
and Dundes (1969) position folklore as a mirror for cultures, it is also vital to 
remember who made the mirror through which these different cultural 
understandings are viewed. Participant B’s above comment could be 
explained through my theorizing of be-longing; through an inconsolable loss 
linked to place, but it could also be viewed as relating to Bausinger’s (1961) 
functional description of folklore; as a phenomenon apparently resistant to 
homogenisation yet simultaneously acting as a catalyst for it (see p. 67).  
The expansion of the folk’s spatial horizon can directly be appreciated 
through what Bausinger (1990) termed ‘exotica’ and its acceptance into a 
local culture. This might at one time, for example, have been understood as 
the absorption of a neighbouring village or town’s custom or song; whereas 
now geographical barriers are circumnavigated by digital technology, and 
‘exotica’ can come from any part of the globe; As a singer from Cheshire, 
England, my repertoire could easily include a Javanese folk song, or any 
other, via the internet. The structure and harmonies of 
‘Sparrows on the Roof’ (Poole, 2016) were partly inspired 
by ‘Senwa Dedende’ – a Ghanaian choral folk song (see 
the QR code to the left), while the 
aforementioned Serbian poetry partly inspired the lyrics. 
Another example, from my own practice, is the inspiration 
of Georgian Polyphony (see the QR code to the right) in 
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‘Something We Discovered’ (Poole, 2017d, see p. 159 for a QR code of this 
track) and subsequently the song for this thesis. For me, or other 
practitioners, it could be any mentifact or artefact that comes to develop 
one’s folk craft. Provided such items are accepted as being culturally 
relevant; they would also affect the cultural identity of the individual and 
community they were a part of. This predicating notion of authenticity echoes 
here.  
The authenticity or relevance of such digital creative products can be 
scrutinized from either one of two contrasting perspectives. On the one hand, 
from a specific social and geographically located, purist’s perspective. A 
purist in this sense being someone who views traditions and their 
transmission as immutable. On the other hand from a more contemporary, 
virtual culture and individual identity-orientated perspective. The following 
extract positions Participant B’s views of the purist’s perspective and then in 
direct opposition the fifth and most significant factor for ‘the loose kites’ 
songwriting process is championed: the very process itself: 
Participant B: That's actually almost the opposite of what folk is. That's the 
stereotype of the images that people conjure up. That's the 
complete antithesis of what we are actually talking about, what 
real folk's about. That suddenly becomes something formulaic, 
pre-dried rounds… 
The purist would view the introduction of exotica as a dissolution of their 
spatial horizon and would instead ‘preserve’ “traditions in favour of a process 
of increasing rigidity; these traditions are frozen out of an anxious aversion to 
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damaging historical forms, and what existed in continuous evolution is 
misunderstood as a completed process” (Bausinger, 1990, p. 78). This 
perversely only serves to render a tradition or culture increasingly obsolete or 
irrelevant: 
Participant B: …Tradition needs to be relevant. I'm thinking it's almost like 
survival of the fittest in some way.  
Facilitator: Absolutely. 
Participant B: If it's not relevant and it can't somehow latch on to the back of 
the next generation and the current society, then it's not going 
to succeed. 
For me, the netizen, on the other hand, must deal with new conceptions of 
what is meant by ‘original’, especially in terms of creativity. In terms of 
songwriting, I need to recognise how the horizons are inextricably linked. The 
contemporary spatial horizon of folk tradition is also understood through its 
link with the social (and temporal) as well as its digital expansion: 
Participant F: …you've got people from all over the world who can 
communicate now instantaneously like we're doing, but also 
people of different cultures that can communicate in exactly the 
same way. This idea of a national folk tradition is, some people 
would use the word diluted… 
To summarise, my práxis increasingly encounters exotica within the 
expanding spatial horizon, and I need to feel they are relevant to me if they 
are to be played. There is a real sense for me as Participant F indicates in 
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the mention of national folk traditions being diluted, that I write within a 
postnational context. Place and space, therefore, become incredibly 
important; I am suspicious of nationhood and its absence, I am comfortable 
that personhood has become my preference, in terms of understanding who I 
am, how I want to live, how I know the world and what I want to say about all 
these things. The choices in the songwriting process then are made to 
embody these ideas. My spatial horizon is also socially narrativizing my idea 
of music. 
 
The application of theory regarding the spatial to my práxis  
In this sub-section, I will look at how my práxis with the kites subscribes to 
Kelly’s (2017) appreciation of the spatial horizon. Following this, I will 
theoretically consider the main way in which my práxis explored through the 
method of perambulography and then developed my usual songwriting 
process. This involves the shift of focus and importance of ‘be-longing’ from 
the socio-spatial group to the landscape. Alongside this shift, the associated 
notion of respect, held as a prerequisite of the collaborative songwriting and 
the individual songwriter’s autonomy within the kites, changes again to a 
respect of the landscape. Finally, this section will consider the importance of 
and connection between pilgrimage and songwriting that I came to 
understand through perambulography. 
The kites’ songs often narrativize place, as Kelly (2017) discusses, through 
identity, belonging, and trying to express a sense of it. This is rarely done 
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overtly through the music though. We rarely attempt to do this using 
traditional folk music styles of the geographical region, as one kite explains: 
Participant E: Unless you're particularly trying to do like, for example, a world 
music thing where you're going, "Oh yeah let's try and do 
something that sounds like it's from x location that's not where 
we are now." Otherwise, it naturally sounds like where it's from 
doesn't it sort of thing.  
Instead, we explore our spatial horizon by reflecting on personal or mutual 
experiences and then creating fictional characters or scenarios from our 
immediate culture to explain them lyrically. This is all done in the hope that 
they might resonate with the listener’s experience. This presents a spatial 
horizon that is expressed primarily through the social and temporal. As 
Participant D explains, I write about what I know, about my connection to 
Chester, Cheshire, my home, community and local situations (see Appendix 
D11 & D12 for songs that were referenced to illustrate this). 
The writing, or more specifically the playing, was expressed by several kites 
as being done collectively, and for one another. This emphasises a 
predicating notion of ‘the loose kites’ práxis; the social, the interdependence 
and collaborative elements of songwriting: 
Participant A: I just think because we all actually ... I think we're playing for 
each other. Sitting around with Mikey makes you want to be a 
far better musician. Sitting around with Jai and the others 
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makes you want to be better, so I think we just ultimately, by 
default, by osmosis, by whatever, bring that out in each other.  
This differed dramatically from the songwriting that occurred as a result of my 
perambulography. I had not considered the audience in any way, as the 
process only involved myself, and as an inquiry was more concerned with 
what my connection to the landscape meant, and how it informed my writing. 
MacFarlane (2012), however, discusses a similar interdependence between 
himself and the landscape: “how we [are] our landscapes, how we mark it, 
how we are marked by it”. This is certainly something that became relevant 
to my songwriting, especially in the performance. There are two examples of 
this in the song. The first is seen in how holistically, words, talking and lyrics 
become increasingly superseded by song itself, i.e. just notes being sung 
rather than words, as the song progresses human interpretation becomes 
less textual and more emotional, more evocative and reflective of the place. 
The second example of this is the final part of the song when I am 
experiencing the panorama, and quite literally singing the calm I felt at the 
summit (TKtKS, 12:34), and the contours of the Welsh hills in the distance 
(TKtKS, 13:21). I am at this point the landscape. 
This emotional reaction is very much aligned with Bausinger’s (1990) 
concern of the depreciation of nature to something that is merely 
appreciated. A notion that is commented upon through the rather disruptive 
ostinato in a section that is otherwise concerned with the use of melody and 
use of harmony (TKtKS, 11:24).  
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The practice of perambulography allowed for a synergy between the 
landscape and my singing. This though was something that almost 
immediately became difficult to achieve, as I felt my connection with it was 
hindered by the man-made (see Appendix B2 & B8). Especially with regards 
to my preoccupation with the holloway. I am certainly not the first to be 
enraptured by holloways (MacFarlane, Richards, & Donwood, 2013b). This 
preoccupation was nonetheless very beneficial. It was how my metaphor of a 
constellation for an understanding of time, which is explored more in the next 
section, came to light. I felt, as MacFarlane describes, how the holloway, 
revealed the “pasts of paths and the paths of pasts” (MacFarlane, Richards, 
& Donwood, 2013a).  
Dewey’s (1938) discussion of learning and experience as a habit is also 
brought to mind, when MacFarlane further explains his description, stating 
that “holloways are the habits of a landscape” (MacFarlane et al., 2013a). 
Practically this understanding came about when I decided to put the first walk 
that I drew on paper behind the acetates that I had drawn on, to provide a 
background that would make the acetates visible. I noticed how the acetates 
showed a more refined, confident mark-making technique with each 
subsequent walk. I had learnt the pathway; the paths way; the song-lines (I 
use this word, purposively recognising the Australian Aboriginal way of 
mapping journeys through song. In the main, because another Australian 
aboriginal cultural phenomenon is drawn upon in the next section). The 
drawing of it had become habitual.  
Simon Poole EdDoc Thesis 
Page 144 of 231 
 
For both the kites process and the perambulographic process, performance 
itself becomes a space where different ‘exotica’ are introduced. Of course, 
‘exotica’ in terms of other worldwide musical influences can be found in each 
process. Space though is different for each process in another way. For the 
kites, it could be said that the song itself becomes a plural spatial horizon, in 
which everybody has their place and is presented with the ‘exotica’ of the 
other players. 
Participant B: Yeah well, I’d say that in the place, we all have a place, right?  
By being confronted with numerous personal spatial horizons, each with their 
own numerous ‘exotica’, the songwriting process can draw upon numerous 
permutations of connection. This creates an incredibly rich tradition: 
Participant D: Yeah, because what I would say we have a tradition of 
innovating. All innovation is, is taking pre-existing forms and 
jumbling them up. 
For the perambulographic process though, the ‘exotica’ enters the 
songwriting process through both the landscape and myself as the singer. 
The landscape becomes gradually known in the process, it is learnt, in the 
same way, that one kite talks of learning a song: 
Participant C: For me as a xxxxxxx it's kind of looking about unpicking the 
learning process. You sit back and watch. Before you get that 
complete experience of it, you watch and listen on how that 
song feels. There's an emotional aspect as well then. What's 
the feel of the song, how does that song feel? How does that 
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song sound? How can you envision that kind of rhythmical 
pattern and the dynamics within songs? Then you watch, listen 
and think around that. 
In a sense, I also become an ‘exotica’ because the landscape’s provision of 
metaphor allowed me to come to understand myself too. I am ‘othered’ in the 
process; as Macfarlane explains: “Landscape gives us ways of figuring 
ourselves to ourselves” (MacFarlane, 2012). 
In summary, in relation to the third aim and the ramifications for learning, it is 
particularly the social learning that occurs within the spatial horizon of a band 
playing in the mode of folk cultural mode that is valuable and clearly held in 
high regard: 
Participant B: Well, yeah, I think so. Well, that was my point really is that it's 
in all in that learning situation or in musical cohesion. What 
we're doing is we're burning more brightly. We're reinforcing 
each other. We're amplifying each other in a positive way by 
layering different things on top. 
However, the personal learning of the perambulographic process was 
enlightening in other ways. It allowed for a very tangible and intangible 
positioning of oneself in the physical world. This is seen as important in 
contemporary culture by numerous authors, MarcFarlane (2012) cites Lopez 
as stating that people are becoming ‘increasingly disembodied in the digital 
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world’. The perambulographic process for me was quite the opposite. It 
facilitated the embodiment of a knowledge of the physical world, in a way, 
that Shepherd (2008) calls a ‘philosophical meditation or proof’ (p. 23), and 
which satisfied the ‘longing for high and holy places’ (p. 67) that she 
describes. Nonetheless, I could not have produced the song without the 
digital technology readily available to individuals now. 
Due to the personal nature of the process, I was able to critically consider my 
sense of place culturally and the relationship I have with the nature of my 
locality through my journeying, path-making, or in Cheshire dialect, one 
might say ‘pathering’. As MacFarlane states ‘place works on the pilgrim’ 
(2012). Solnit (2014) further defines this experience as a pilgrimage – ‘a 
journey in search of something intangible’ (p. 54). 
 
A brief summary of the learning my práxis allows for 
There is, however, a more complex understanding of spatial expansion. 
Implicit in Bausinger’s (1990) dealings with technology is a dynamic and 
culturally diverse understanding, as opposed to a machine-like 
standardization, of life and processes. He encourages the reader to 
reconsider mechanical and organic metaphors of folk culture, repositioning 
the mechanical as not necessarily obsolete or deceptive and the organic as 
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often containing overlooked intrinsic risks. Again, drawing attention towards 
the human tendency to polarize definitions of the technical/artificial on the 
one hand and the natural on the other. Dewey (1938) states that: “Mankind 
likes to think in terms of extreme opposites. It is given to formulating its 
beliefs in terms of Either-Ors, between which it recognizes no intermediate 
possibilities” (Dewey, 1938, p. 17).  
Bausinger, (1961) in the same manner develops his theoretical framework on 
the eschewing of a false dichotomy and instead stresses “the ‘natural quality’ 
of the technical realm” (p. 4). Furthermore, that folk culture, as well as the 
more pernicious and pervasive popular culture both, share a fabricated 
notion of nature. As Beckwith points out “the natural environment can 
become an exterior ‘exotic’ realm, a mere escape from and compensation for 
the rigours of industrial, or digital, life” (1992, p. 100; the words in italics were 
added by me). It could be argued that a sustainable future, one where 
everyone willing is connected to nature, depends upon how creative and 
cultural understanding fosters avoidance of the depreciation of nature to 
merely being something that can be appreciated: an unfortunate bi-product 
that the digital world projects. 
I find notions of progress that do not attempt to address this depreciation, to 
be detrimental to an individual’s or community’s relationship with their spatial 
horizon. As an unnatural disjunction is imposed between the individual and 
nature, any sincere dealings with ethical issues (regarding sustainability 
and/or social cohesion) are compromised because nature cannot be 
experienced directly - symbiotically. Any reconciling encounter that attempts 
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to resolve this disjunction is equally obscured by nature’s sentimentalised 
appearance. In terms of sustainability, however, such an obfuscation may be 
more worthwhile than no recognition at all. It at least demonstrates 
Bausinger’s (1990) central conceit regarding the natural environment: how 
people have throughout history attempted to connect with the natural world, 
from a position already undermined by cultural determinisms (cultural 
determinism being the concept that the cultures in which individuals grow, 
live and learn in, determine the emotional and behavioural aspects of our 
being; culture determines who we are and how we feel and behave). 
Beckwith (1992) however, identifies the irony of Bausinger (1961) in trying to 
elude the false dilemma between a romanticized nature and the innovations 
of utilitarian technology, ends up painting a picture of modernity that is 
triumphant. Bausinger (1990) recognises the same flaw 30 years later: 
“At that time [1961], ethnographers looked at folk cultures as 
preindustrial pockets not even touched by technological changes - 
thus, I emphasized the interdependence of technological 
developments and the folk world and the secondary naturalness of 
technological experiences. Now I would question that naturalness and 
the dangers of unchained technology” (Bausinger, 1990, p. xii). 
The gravitas of the ramifications of exponential technological developments 
in the digital world is now being felt in such a way that this disjunction has 
arguably become normalised. The often surreal, pessimistic satire of social 
commentator and critic Charlie Brooker (Brooker, 2016a) is one example of 
the impact technology is having on post-industrial lives. His evocative 
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critiques, highlight the current environmental and social issues technology is 
responsible for posing and asks the viewer to question them morally and 
ethically. For example, in one episode neural implants that create an 
augmented reality are “used by the military to dehumanize the appearance of 
the enemy, allowing soldiers to kill them more efficiently and without 
remorse” (Brooker, 2016b). 
Similarly, there were critiques throughout the latter half of the last century 
that must have influenced Bausinger’s (1990) repositioning. This 
repositioning still aligns with the paradigm his former work outlined: The 
notion that folk tradition and technological innovation are not polarised 
concepts; that they coexist in tension, from which new and old traditions are 
borne or modified. This is a tension that necessarily exists, its 
sentimentalisation is unavoidable, as it is functional. The innovative 
impulses, drawn out by tradition, might aspire to redress the balance in the 
fashion that Eliot (1948), Dundes (Dundes, 2002), and Dewey (Dewey, 1938) 
each describe should be strived for. 
My research as well as practice, for its part, tries to benefit from embracing 
these concepts or even work with them, for a balanced appreciation of 
culture and individual development. Beckwith (1992) similarly invokes the 
work of Whitehead (1979) as an example of how this tension might have 
been better balanced in Bausinger’s (1961) work. By acknowledging the 
requisites of social progress, he criticises Bausinger’s (1961) attempts as 
‘naïve and ideological’ in form. Another way of looking at it, however, might 
be to consider how the tensions have instead been unmasked. 
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Relating this to the third aim of this research and the pedagogical 
ramifications of these processes and practices, Ashton-James, Maddux, 
Galinsky, & Chartrand (2009) suggest it may simply be a matter of building 
upon the already recognised part that the expression of one’s culture plays in 
acts of creativity. I would add that they are necessarily bound up with be-
longing, wellbeing, identity and the various ways of understanding the 
environment (Kelly, 2017): The virtual being an expansion of the natural.  
Applying Bausinger’s (1961) theory would not situate the virtual world (as we 
know it through the internet) as responsible for disassembling culture: 
diminishing social skills; restricting the vivacity of culture, or destroying 
individual creativity. Quite the opposite, the virtual world and the tools to 
access it, such as communications technologies like tablets, computers, and 
mobile phones instead become the centre of attention of a vast expanse of 
contemporary folk culture. Appreciating the composition of this folklore can 
assist in the identifying of the positive elements of digital creative culture 
(McNeill, 2015) and offer a new landscape for equally positive creative acts 
that could work more towards social cohesion rather than consumerist goals. 
To summarise, with a focus on how perambulography as a práxis might 
inform theory regarding the informal learning of songwriting, I would draw 
attention to what I consider a beautiful and pertinent etymology. If one 
follows the root of the seemingly plain verb ‘to learn’, back to the proto-Indo-
European, it has a derivation of ‘to find, or follow a track’. To learn then has 
connotations which are both suggestive of exploring and following a path 
already trodden, analogous with Dewey’s (1938) thoughts of progressivism 
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bringing about a balance between learner-centred experience and didactic 
transmission in pedagogical approach. 
These connotations for an adult or child songwriter’s learning if using the 
method of perambulography are both simultaneously psychological and 
physical. To illustrate this learning and its tensions within the spatial horizon, 
I turn, like MacFarlane (20012), to the poetry of Edward Thomas; in particular 
the poem ‘The Path’, in which children wear a path through the countryside 
on their way to school. Within this poem is the line “The Children wear it” 
(Thomas, 1964, p. 77). It is a delicate and indirect line yet, the reciprocity 
between the children and their natural environment is densely packed into 
the line because they wear the path in two ways. “They wear this ground with 
the fall of their feet. They keep its line clear through the wood by walking it. 
But they also wear it in the sense of carrying it upon themselves, or, even 
within themselves” (MacFarlane, 2012). 
 
Temporal Horizon 
In the following sub-sections, the question: ‘what might songwriters learn of 
their own songwriting practice, and the practice of others?’ very much comes 
to the fore of the investigation. It is the question that instigated the first aim of 
this thesis, which is to understand songwriting theory and practice as an 
alternative way of being in and knowing the world. In detail, how songwriting 
practice explores connecting with or knowing the past and one’s cultural 
traditions, in order to engage in a more personally and socially meaningful 
creative practice in the digital world. The first sub-section outlines the 
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pertinent theories, the second considers their application and the final sub-
section considers how the práxes might inform classroom practice or develop 
theory. 
In this first sub-section, I consider what theory or thinking was applicable to 
my téchne-based práxis, and how Bausinger’s (1961) expansion of the 
temporal horizon is useful as a means of framing a deeper understanding of 
how time can be conceived. MacFarlane’s (2012) appreciation of the 
relationship between landscape and time is a very valuable initial stance: 
“I experienced the strange simultaneities of the English Landscape… 
It’s ability to hold timeframes in equivalence. There is one point when 
on the Icknield Way when you are walking arguably a 5,000-year-old 
track, next to a road – the A10 – which runs between Royston and 
Buldock, and next to a Railway, and all these means of motion from 
different points in human history go about their business – and the 
Icknield Way is the least visible of all of them” (MacFarlane, 2012). 
This simultaneity became a key feature of the perambulography in particular 
and had a significant impact upon how I developed the práxis. It was 
explored in the ekphrastic lyricism too. As such, there a number of 
references to Appendix A in this section that reference the lyrics (Appendix 
A13, for example, is one such lyrical inquiry of the temporal horizon’s 
expansion). 
It is also worth reiterating from the onset that the following sections are 
possibly the most opaque of the text aspect of the research. While this is not 
purposeful, i.e. I’ve attempted to make the temporal expansion as I came to 
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experience it clear through metaphor, it was, and is, an aspect of the 
research which is best, and perhaps only can be, expressed through song 
(see TWtKS, 07:35). As explained earlier in the thesis (p. 86-87) this is due 
to the unavoidable shortcomings in the translation between the modes of 
knowledge, e.g. between téchne, práxis and sophía, and likewise between 
their related modes of understanding, e.g. póiesis, phrónesis and theoría. 
MacFarlane (2012), again recognises these difficulties: 
“And it began to develop what became a recurring sense in these 
walkings where old paths were places where time might pleat, and 
repeat itself in strange ways. It will fold back on itself.” Thomas wrote 
about this “There are certain places in landscapes where he says, we 
aware of time, in ways too difficult and strange for the explanation of 
historian, zoologist and philosopher. None of our languages, none of 
our disciplines will do the job of that experience” (MacFarlane, 2012). 
To deepen this consideration, I offer another example; a notion of time which 
suggests an alternative understanding of undertaking practice for creativity 
and folklore. It disregards ideas of the original and subsequently authenticity, 
whether old or new, and in turn, transforms the concept of value to one more 
which is also more appropriate for social cohesion in the digital world: There 
exists an Australian aboriginal notion of time that is different from the Judeo--
Christian notion, primarily in that it is not perceived as a solely linear series of 
events (e.g. past – present − future). Instead, it positions significant events 
as patterns of concentric circles of time, where the individual is at the centre. 
The more significant an event is to an individual or his or her community, 
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determines how close to the individual the time-circle is positioned. The 
greater the significance of an event will lead it to be perceived as closer in 
time (Janca & Bullen, 2003) (Appendix A19, offers words concerned with this 
dynamism of the temporal horizon).  
Práxis, téchne or any kind of creativity that considers the temporal expansion 
and acceleration of tradition due to the digital world offers a more relevant 
future which might contribute to the wellbeing of individuals and concurrently 
their community. The second aim could be addressed in this way.  
This is a particularly relevant stance if one reapplies Bausinger’s (1990) 
principal argument that folk culture was not in itself organic and separately 
distinctive to technology and its progress, nor was it being lost or 
decomposed through the societal movement from one age to the next. Like 
others with similar preoccupations (Lilja, 2018) with the passage of time, 
what he was concerned with was the shift from pre-industrial to the industrial. 
Yet, the complex relationship between technology and folk culture are just as 
relevant in today’s digital age. As Beckwith (1992) reiterates, folk culture, folk 
practices and folk goods exist within, and as an element of, any new 
technological environment. As any environment expands, especially the 
digital realm, it imbues folk culture with new traditions and layers of meaning. 
The aim then, in such a context, is to rise above romantic notions of the ‘folk’ 
and simultaneously expose living traditions, and modes of learning that have 
hitherto been side-lined, misunderstood or disregarded. From here, it is 
apparent how Eliot’s (1982) understanding of creativity from an artist’s 
perspective applies to the process of learning within folk practice as a 
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"historical sense involves a perception, not only of the pastness of the past 
but of its presence." (Eliot, 1982, p. 37).  
This presence might be likened to what Garner (1997) would call the 
engrammatic, and how he would consider the creative process and product, 
and specifically, its relation to tradition, to be of this form. Recognising it as 
such is a crucial perception for creative practice in the digital world. To offer 
an analogy of this perception, one could imagine looking up at a constellation 
in the night sky. The light from each star within the constellation would be 
travelling a differing number of light years to those of its neighbours to reach 
one’s eyes. While one star might be embryonically shining in cosmic terms, 
its neighbouring star in the same constellation may have already died at the 
time of one’s glance. In short, when looking at a constellation one is looking 
at different times of the universe yet viewing them at the same time.  
To extend this analogy, when one feels grief for the loss of a loved one, it is 
a deep and powerful memory. If in the future one were to lose another loved 
one, in engrammatic terms, one would not only feel grief for losing them, but 
a multi-fold intensity of grief from the loved ones for whom one has also 
grieved for in the past: Emotions, as well as creative ideas, can operate as a 
constellation of loss (this notion is partly tackled in one of the lyrical verses, 
see Appendix A16). 
There are many folklorists, creativity researchers and practitioners alike who 
only see the constellation at a glance, and so believe: 
“in the preservation of the authentic, old and original because of their 
reliance on a fundamentally static conception of society. Such a 
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conception assumes that folk traditions do not belong to a historically 
defined level but to a basically timeless substance. Folklorism 
changes folklore in its essence, but is based on this assumption: 
because the antiquated is thought to be ‘authentic’ and therefore 
timeless, it is rescued in a time alien to it, necessarily changed, but for 
all that admired and regarded with amazement.” (Bausinger, 1990, p. 
156). 
To summarise, I will conclude with a comment made by one of ‘the loose 
kites’ that synthesises what has been discussed and which foregrounds 
social resonance and wellbeing. The various notions, metaphors, analogies 
and principles discussed in this section certainly offer an understanding of 
the tension between tradition and innovation for my own contemporary 
téchne-based práxis and its relation to Bausinger’s (1990) theory of the 
horizon of time’s expansion. They also contribute to a deeper sense of my 
developing understanding of be-longing, and how this is an important, 
resonating facet of songwriting and performance pertinent to the second aim 
of the thesis.  
 
The application of theory regarding the temporal to my práxis 
In the following sub-section, I consider how theory may be applied to my 
práxis. In order to explain how the temporal theories were applied the 
following explanation will use a practical musical example. After considering 
the previous section’s theoretical concepts, I began to explore polyrhythms in 
my songwriting, especially notable in the draft folk song ‘Third Space 
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Nocturne’ (Poole, 2017) (see the QR code to the right). A 
polyrhythm occurs when one rhythm is layered over the 
top of another so both can be heard at the same time. 
They often sound as if they are in conflict. Repeated 
melodic rhythms (ostinati) may also sound discordant. 
If a constellation of loss could engender a multi-fold emotion or idea, I was 
interested to see in the composition for this thesis if an analogous creative 
space could be found within rhythms and melodies that were offset from one 
another, in terms of being in different time. For example, if a rhythm with 3 
beats was continually played and was overlaid with a rhythm of 4 beats. It 
would be on the 13th beat of both rhythms that they would become parallel 
because at this point both rhythms would 
strike their first beat at the same time; the 
rhythms would come together: they would 
resonate. This could be the case for 
multiple rhythms (see the diagram to the 
left), so I applied and extended this 
concept in the song to find other points of parallelity, hypothesising that they, 
in turn, might offer new insights. They did. A harmony arose out of the canon, 
which I then sang as an overdub to emphasise it. This research led to the 
short verse being included which considered the natural state of tension I am 
primarily concerned with. It also influenced later lyrics, that dealt with space 
and time through a perspective of a fluid, unclassified, inconsistent, space of 
liminality. Where no one individual’s or group’s discourse is dominant (see 
Appendix A11 for an exploration of this concept in the lyrics of Heimat). The 
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creative potential of such disparate perspectives is a recognised positive 
aspect within ‘the loose kites’ collective songwriting, as indicated by 
Participant A: 
Participant A: …you don't have to be like-minded. You could be terribly 
opposite minded if you really wanted to but being around the 
right people making music could influence you in a way that 
you'd never realized, and therefore you've passed something 
on.  
This socio-temporal place also characterises the hybridity that all ‘the loose 
kites’ spoke of when it came to the group's power dynamics and process of 
composition. In that, group composition, performance, and decision making 
are activities that occur in a place where negotiation and translation result in 
the production of novel potentiality, the creation of unique cultural meanings 
and a politics of inclusion: 
Participant D: You know loads of us, don't write stuff down. We don't do 
charts, we don't do chords, but we play, and we listen, and we 
drink, and we party and we gab and we try other things. 
Bringing the ideas and in the practice, things can change. 
They'll change just because collectively, we find something that 
works better, or we find the solution to a problem that's been 
bugging the original writer. That's to do with how we collectively 
and collaboratively write, and that's the folk process. That's the 
process of morphing through an oral tradition really. 
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The two descriptions offered above by Participants A & D, invoke the second 
aim which links folkloric songwriting practice to the representation of a 
political standpoint that is concerned with cultural democracy. They do so 
through the communal acceptance of any band members songwriting 
materials, despite differing views, as part of the collaborative songwriting 
process. The two descriptions are also a manifestation of the fifth factor 
outlined in the earlier section that looks at significant themes that ‘the loose 
kites’ seemed to identify as qualities that determined their songwriting as part 
of the folk cultural mode. This factor venerates the process of songwriting 
itself. Combined with the predicating notion of collaboration, the process is 
one that is creative, political and social. The same is true of my own 
compositional process too, but rather than working with peers, because it is a 
solo pursuit I have learnt the importance of not only recognising, but also 
challenging the status quo, be that, creatively, politically, socially or 
educationally. 
There are researchers and other creative practitioners though, who are not 
as wary of preserving the status quo: many intellectual theories and 
definitions of creativity are bound up in the economic terms and trends of the 
time (S. Eisner, 2017; Fatt, 1998) under the assumption that it would be most 
productive for creativity to be in a relationship with the business world. I 
agree with Jones when he suggests that this connection is likely to dissipate 
(K. Jones, 2011). Like folklore, it can be argued that creative acts are never 
absolutely ‘original’, as in unchanged through time. Whether old or new 
though, they must necessarily contain traditional elements for them to be first 
conceived, and later more widely understood: authenticity can be imitated in 
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order to fit in with existing creative products or ideas. An example that 
speaks to these notions was given by one of the kites: 
Participant G: There was in the eighties a massive authentic performance 
movement where everyone started blowing the dust off their 
baroque violins and baroque pose and stopped using vibrato, 
and stopped doing tempo changes and things like that. Just 
began to sort of repackage a whole sway of music from the 
baroque era as this is an authentic performance, this music, 
rather than a romantic orchestra playing...  
This should not be viewed as detrimentally faking the creative process, or 
compromising one’s integrity though; on the contrary, for the craftsperson or 
practitioner, a degree of conformity makes social validation of their product 
more likely. As Eliot (1982) points out though, this is not a one-sided act; to 
be socially accepted, the new product must cohere to the traditions by which 
its forebears are understood. For their part, the forebears are simultaneously 
changed by the innovation of the new product: they are repackaged; re-
understood. 
Participant C: It's the way that the songs have taken on different forms as 
well over the years. We're not precious about one single 
arrangement. It's almost like we've passed the songs down in 
that kind of folk tradition in a sense, rather than generational 
but through the musicians. It's like what can we do with this for 
this gig, or what can we do with this for this audience? Or what 
can we do because we only have four members, or we haven't 
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got such and such, or we haven't got such and such. I think a 
lot of bands would not operate like that at all. And I like that 
about us if I'm not there it still works. If Ollie's not there, it's just 
... You would think a guitar player is kind of the keystone within 
the band, but it still works without him. 
In the application of theory regarding the temporal to my práxis, and as 
Participant C states above, I would summarise by suggesting that, aligned 
with Bausinger’s (1961) methods of historical interpretation, the writing of folk 
songs, like innovation, does not reveal itself as a stable and lasting 
phenomenon. It is not just an embodied spirit or product, but is equally a 
process – a mind-made construct being invented and reinvented through, 
and affected by time(s) (Beckwith, 1992).  
 
A brief summary of the learning my práxis allows for 
One of the most significant and largely unexpected concepts of my learning 
that took place during my songwriting process was the importance of 
respect. It is alluded to in three of the discussions I had with ‘the loose kites’ 
but did not occur enough to specifically define what was meant by it to 
include it as a factor. Nevertheless, its importance was clear and so it has a 
role as a predicating notion for songwriting to occur. Specifically, the notion 
of respect seemed to have a role in numerous aspects of the tension 
between tradition and innovation in the songwriting process. This section 
highlights these aspects and considers them as a potentially crucial part of 
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the informal, folk music writing and performing processes that might be 
actively encouraged in the classroom context. 
In the following example, the current bassist is talking about how he 
approached parts that had been written by the previous bassist. The role of 
respect is given as a reason for not entirely re-writing a bass line. In this 
case, it is the respect of the previous bassist’s musicianship: 
Participant E: I could have gone -Fuck Josh's bits, I'm just going to turn up at 
band practice and make up my own bits because I want to. I 
felt like that I wanted to not just be like I'm just going to walk in, 
change it to suit myself because it was already pretty good, and 
I thought I'd give that a bit of respect and try and keep it, so it's 
not like completely all gone different and try and maintain it a 
bit… 
In this example, the notion of respect is applied as a mediation between 
tradition and innovation, and in this regard ensures a balanced tension 
between the ownership of new song-lines and the inheritance of already 
established songs; and subsequently, in the arrangement and performance 
of the given song. As a further example, the song I wrote and performed for 
this thesis has a necessary sense of be-longing and so does not and cannot 
belong solely to me, the past and the ‘other’ pervade it.  
Another important aspect or form of respect that became apparent in my own 
practice and is also noted by one of ‘the loose kites’ was an aspect which 
moves beyond us each respecting one another as fellow musicians and each 
other’s musicianship. It is a respect of the actual music as something that 
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moves beyond the linear transmission respect of our forebears, and which 
instead recognises how music itself is a representation of multiple times, 
both past and present, and of potential future times too. This recognition 
respects both the stability of tradition, and the flexibility of innovation in a 
song’s state; it accedes that the song will evolve, both in its own time and 
people’s time(s).  
As a result, and as evidenced in the previous section through the predicating 
notion of collaboration, the music produced is seen as a collective endeavour 
inhabiting multiple times, not an abstract space in time for an individual to 
showcase their talent or foreground their part (unless the song demands it). It 
is evident that it is the song that is respected not the individual. 
This particular concept contrasts remarkably with the kind of idolatry that is 
often seen in the normative tradition’s production of popular music and which 
the classroom pedagogy of Green (2008b) leaves unchallenged. This 
songwriting práxis was described by Participant C as being “more of an 
ethos or a mindset as a band. Not necessarily just one person driving it all.” 
Consequently, a political dimension of the práxis is noticeable even through 
the appreciation of time. An example of this analysis can be seen in 
Participant D’s comments: 
Participant D: Everybody brings their own thing and works out what's going 
to fit best, not according to ego, or this is a really great part for 
me. It's what fits the song. Nobody in the band is leading and 
saying, "This fits the song better than that other thing we did." 
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That's worked out autonomously, on an individual level to the 
benefit of the collective. 
The communal sense of respect discussed here by Participant D mentions 
autonomy, a predicating notion of ‘the loose kites’ folk cultural mode. It could 
be considered as different to what occurred in my own téchne-based práxes 
because of the communal aspect. However, the role of respect manifested in 
my songwriting process in a way that meant that, as a notion, respect was 
just as prevalent. In effect, it was more relevant in certain aspects of the 
songwriting process, and so is being investigated more in depth here. I came 
to an understanding of the role of respect differently in the processes of 
perambulography and writing ekphrastic lyric writing. As described earlier in 
this section it came to be very much linked with wellbeing, and connected 
with a respect for nature too; one’s landscape as much as one’s community 
(past, present and future) was foregrounded in my process of songwriting. 
In the práxis of ekphrastic lyric writing, the lyricism, the words themselves, 
their sounds, their meanings all became objects of respect too, but not 
immune to the flexibility of meaning or sound. They were worked with, not 
tamed or controlled. In fact, in this sense, it was the most self-revelatory. I 
had not expected lyrics in this poetic sense to become a part of this research 
at all; most certainly not as a way of connecting with people of different 
pasts, in the forging of one’s identity or community.  
This unexpected occurrence made me re-notice how most of my song-lyrics 
start in poetic form, but in this instance, they did so overtly. I am sure this is 
because of the way that I was writing; on my own. Throughout my life, my 
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composition and songwriting have always been done with a fellow musician. 
For the last ten years or so, with one of my closest friends, the guitarist in 
‘the loose kites’. When writing together, I would often put words to a melody 
and chord structure that had already been written. The instrumentation would 
then follow that. 
For the song in this research though, as I was writing on my own, I had 
inadvertently reverted to my traditional mode of writing, that which I had 
nurtured through the odd barren month of not songwriting. It was through 
writing and studying poetry that I came to craft my songwriting, not through 
music (See Appendix Eiv). This accounts for my not playing an instrument 
and probably the folky-ness of my songs in their typical ignoring of musical 
convention: The extra half-bar here or there or the weird non-tonal note (as 
in the bridge section of ‘Something We Discovered’ which 
has a non-conventional ascendant note structure which 
proved challenging to harmonise with, see QR code to the 
right, around 30 seconds in). It was my own warm circle, my 
solo folklore (Rosenburg, 2000; Mechling, 2006).  
In multiple ways, these learning experiences whilst songwriting could be 
summed up by Dewey’s (1938) philosophy of education and the implicit 
practices of progressivism. He stated that:  
“To imposition from above is opposed expression and cultivation of 
individuality... to external discipline is opposed free activity… to 
acquisition of isolated skills and techniques by drill, is opposed 
acquisition of them as means of attaining ends which make direct vital 
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appeal; to preparation for a more or less remote future is opposed 
making the most of the opportunities of present life; to static aims and 
materials is opposed acquaintance with a changing world” (Dewey, 
1938, p. 19-20). 
I found that what I was doing, was all of the aforementioned opposing things. 
My songwriting was re-experiencing aspects that I had once known, but I 
was re-learning them. It was both an evocation of my philosophy of 
education and my práxis, it was an “uncanny doubling back” (MacFarlane et 
al., 2013b). I was experiencing a journey that was like the writing of a song 
itself: I was walking and in conversation with ghosts as a ghost-to-be. I am 
sure this is a metaphor that most songwriters experience at one time or 
another. I find the idea truthful somehow, not mystically, 
but simply (see the QR code to the right for a similar audio, 
visual representation of what I came to appreciate of the 
temporal horizons expansion during my own songwriting). 
A be-longing that must be expressed; that must tell of 
beyond the linear (see Appendix A14, where I have attempted to capture and 
describe this elusive feeling/understanding in one of the ekphrastic lyrics). I 
wrote ekphrastic lyrics and walked with my Perambulographer to inquire, and 
as I did I was composing with the ghosts of my Grandpa, and others, 
doubling-back, listening as things spoke for themselves, writing a road back 
to myself. 
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This manifold approach presented temporal layers or forms in accordance 
with the temporal expansion of Bausinger’s (1961) theory, Benjamin’s (1997) 
theory and Hughes’ (1957) thoughts on creativity when 
writing (see the QR code to the right); of how individuals 
select aspects of their own personal experience narrative 
to compose a conception of history. 
This is also reminiscent of Loveday’s (2017) and Garner’s (1997) 
explications of how time, memory and feelings are inextricably linked, and for 
me how they allow a space for a sense of be-longing to resound. While 
Loveday (2017) recognises that “we are all products of our memories” and 
that “they define our identity”, she also recognises how they “provide social 
glue”, and that “music seems to offer particularly effortless access to this 
narrative” (p. 51). I would agree because the sonic references I have chosen 
demonstrate that “preferences are partly driven by the autobiographical 
memories” (p. 52). I am attached to them, but like Loveday (2017) would also 
ask why “music becomes intimately entangled with our own personal 
narrative?” (p. 52).  
To answer this and further my argument that song does in itself provide an 
ethnographic aspect to this work I would cite Krumhansl and Zupnick’s 
(2013) theory of a ‘cascading reminiscence bump’ as an indicator of one’s 
social be-longing. The theory suggests that one not only recalls, and 
remembers fondly, the music of one’s own youth, but also the music of one’s 
parent’s youth and their parents and so on. Musics, songs and melodic 
motifs become important to individuals because they connect them to others 
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from different times: They are inter-generationally engrammatic. 
Experiencing them and re-experiencing them confers identity too, as a 
personal experience engram. 
This was significant for perambulography too and is the most important 
learning that occurred for me in terms of education. I would summarise this 
temporal aspect of the study by stating that aesthetically, the song-lines are 
more than a functional means of presenting the spatial horizon and the 
connections in harmonies, counter-melodies and even polyrhythmic 
elements during the interpretation of the choral graphic score. These 
connections are important because they also provide a vehicle for reference 
to the remembered, even subconsciously, and in so doing they amplify the 
possibility of the song having an impact, which would, in turn, allow the song 
to resonate more deeply with the performer and listener. I have learnt 





In the following, and last of the four sections of analysis, Bausinger’s (1961) 
concept of the folk’s social horizon expansion is used as the final lens to view 
my songwriting process. When outlining Bausinger’s (1961) theoretical 
framework in an earlier chapter, I made use of the metaphor of man-made, 
woven fabric. This fabric is useful here as a means of describing the folk’s 
social horizon and how it is expanding. A century or so ago, someone who 
lived in a village would have the traditional social experiences of the place 
where they were from. The next village or town may have provided ‘exotica’ 
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in the form of different customs and traditions. If a person’s current social 
experience was positioned on the edge of the fabric somewhere, the differing 
experience would be fairly close to what the individual was accustomed too: 
the next weft so to speak. It is possible to imagine the expansion of the social 
horizon in the digital world as if the fabric’s edges were all gathered up into a 
single point; meaning that all points of the fabric’s edge become accessible. 
The citizen of a village becomes a netizen on the worldwide web. While the 
digital world experience reduces distance, it simultaneously increases the 
potentiality of belonging to numerous folk groups. It similarly gains diverse 
meanings, by differing netizens and the various communities they may be 
part of, at differing points in their lives. It is also increasingly referential, 
surpassing mere era, location, or social class to embrace the historical, the 
exotic, and the socially exclusive. 
In 1955 Hinton, wrote of his own music practice and engagement with folk 
culture, he stated that: “Folk music is not so much a body of art as it is a 
process, an attitude, and a way of life; it's distinguishing features lie not so 
much within the songs themselves, but in the relations of those songs to a 
folk culture” (p.173). I suspect that this quote explains why I kept returning to 
the social horizon when writing the ekphrastic lyrics. Likewise, social 
expansion is at the heart of Bausinger’s (1961) work according to Mechling 
(1991). It is through this lens that Bausinger (1961) deals with the unusual 
class-leveling effect of the commodification of folklore. Looking in detail 
across class sensitivities and perceptions of the sentimental, Bausinger’s 
analysis (1990, p. 100-108), reduces the sentimental to an acute irony. One 
which Mechling describes as an “excellent contribution to our current 
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understanding of the social origins of the ‘postmodern’ aesthetic” (Mechling, 
1991, p.84). 
It is relevant to the second aim of this thesis to explore the political aspect of 
social expansion, by considering the relationship between the individual and 
social or cultural traditions more specifically. As such, this section further 
reflects upon how songwriting práxis generates a standpoint that promotes 
identity formation or broader social cohesion, and how a folkloric songwriting 
practice might in itself represent a political standpoint that is concerned with 
cultural democracy. 
If following Bausinger’s (1961) aspirations, and folkloristics was allied with 
sociology, an appreciation of the dialectic between ‘social realities’ and 
‘cultural forms’ could be sought. Again, allowing the question of how has the 
digital world affected tradition and innovation to be posed (Mechling, 1991). 
Hinton (1955) for example, in his writings, had clearly not quite accepted 
recordings (or other technological manifestations) as a true folkloric source. 
He urges the singer to “be frank about” how a song has been learnt, that they 
should state, “for example, ‘I got this from a record by John Jacob Niles’”, as 
if this for some reason might be a lesser form of transmission, and might 
“keep the conscience clear because you have not tried to fool your hearers” 
(p. 172). Again, Hinton (1955), while suggesting a transparency here, betrays 
a sentiment of where one has heard, or how one has learnt a song, being 
linked to an understanding of authenticity; a sentiment that does not 
recognise technology as a viable folkloric source; that only face-to-face 
transmission holds value as the authentic. 
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For another example, I again turn to the work of Boas who introduced the 
concept of folkloric relativism (which became popular prior to the 1950s) “as 
a mirror of the differences between cultures”. Through his concept attention 
turned “to the functions of folklore within a cultural matrix” (Bronner, 2015, p. 
23). This consequently “led to folkloristic work in complex societies treating 
individual tradition bearers as creative artists and performers. Such an 
approach often raised psychological questions about the motivations of 
individuals in perpetuating, adapting, and creating traditions” (Bronner, 2015, 
p. 24). 
Folklorists of a psychological orientation, such as Mechling (2006), began to 
consider the folklore of individuals as creators. Others began to consider 
symbols as an expression of Freudian desires (Carvalho-Neto, 1972; 
Dundes, 2007). "These folklorists also seek to view the dynamic of tradition 
in material and social forms as externalizations of feelings as much as 
narrative" (Bronner, 2015, p. 21). Either way, it offers a different kind of 
perspective to the common discussions surrounding the social construction 
of meaning, and meaning-making, which has historically been the focus of 
much research into creativity (Binswanger, 1958; May, 1975). Furthermore, it 
breathes new life into research on how an individual attaches subjective 
meaning to their actions and imbues the meaning on a particular historical 
occasion (Weber, 1904, 1921); offering new insights into how such 
undertakings are a precursor to the formation of a political understanding. 
Political in the sense of an individual being motivated by their beliefs or 
actions, and in the formation of an identity, particularly in terms of 
personhood.  
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In musical terms, the draft folk-song of ‘Iron John’ (S. Poole, 
2017b) (see the QR code to the right), is an excellent 
example of this theory in practice. Very much in the stylistic 
idiom of folk music, and drawing upon the folk-tale of the 
same name. I first sang this spontaneously to my daughter when she was 
born. It was the first thing that came into my head. It for me is positively 
brimming with emotion and personal meaning, but also holds collective 
wisdom and is tied to a historical moment. All in all, for me, entirely authentic. 
If focusing on the second aim and its concern with social cohesion and 
personal identity formation, it could be beneficial to consider how folkloristics 
explores the social, and how psychology explores the individual. It might 
seem as though they are on different ends of a spectrum or entirely different 
fields of study, yet they have both been involved with the study of creativity 
and have both been linked by major proponents of their respective fields. 
Dundes (2002) the folklorist talks of psychoanalysis and Freud the 
psychologist talks of folklore (1958). As previously mentioned psychological 
interpretations of creativity were thought to be lacking in social, cultural or 
folkloric understanding, but Dundes (2005) contrariwise criticizes folkloristics 
for not embracing psychoanalysis, despite there having been a great deal of 
research into individual creativity (Csikszentmihalyi, 1996) and its social 
function in modern life (Csikszentmihalyi, 1988). 
In the main, Dundes’s (2005) critique was due to folklorists merely 
“describing traditions’ outward, observable outcomes, or performances from 
a conscious level, rather than analysing the psychological reasons for 
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producing them: Asking why those creative practices and performances 
emerged from the unconscious (Bronner, 2015)” (Poole, 2018, p. 149).  
Dundes (2005), like Freud (1958), felt antiquity and orality should be side-
lined as the determining factors of what makes something folkloric; and also 
because they are the determining factors that allow the manifestation of 
signs of inhibitions. In their place, the ‘play-frames’ (Bateson, 2000) that the 
manifestations exist within were favoured as factors. How they give licence 
“to do and say things that would be difficult to do outside the frame, or reality 
dominated by the moral super-ego” (Bronner, 2015, p. 22). 
Dundes (2005) maintained that the folklore of ordinary life is a process of 
projecting worries and concerns onto traditional forms because it is a safe 
place to express them. Consigned to modes of play, comedy, or the creative 
act diminishes the chance of disappointment, dismissal, or public 
condemnation. These modes can also be loaded with political, risqué, or 
absurd ideas without being intimidating: The use of creativity within a 
culturally traditional field requests audience participation, but in such a way 
that allows for the impartial exploration of a potentially contentious or 
inflammatory issue. This is a familiar concept to Participant F of ‘the loose 
kites’: 
Participant F:  Yes. Well, it's very folk, isn't it? That is a very folk thing, to 
bring in kind of ... almost slightly rude things. That, to me, is 
where the subversive stuff is always like - We say things you 
probably couldn't say, or we imply things all the time. 
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I will conclude this sub-section by adapting a further suggestion that Dundes 
and Pagter (1978, cited in Bronner, 2015) make. The suggestion that such 
creative folk interactions, as have been discussed in this section, are in fact a 
metaphor for digital society, here read digital society, and its problems. They 
are a metaphorical “veil barely concealing an expression of most of the major 
problems” (p. xvii) that individuals deal with in their everyday lives. This 
intrinsic contradiction of play centres an understanding of creativity through 
the folkloric practice of an individual instead of a community. To explain, 
Bronner and Mechling (Bronner, 2014, 2015; Mechling, 2006) draw attention 
to the dynamic processes between psychology and the production of 
culturally traditional creative products. 
To be precise, how through the creative act of work or play, a person or 
autoethnographer, embodies and ritualizes them self (linking perhaps to the 
earlier notion of the pilgrimage). This might lead to questions of how such 
acts of creativity in the digital world would also be new, invaluable and rich 
veins of potential research. Not simply by recognising the folkloric references 
within such acts, as this has its own dangers (in the search for the original for 
example), but by surrendering to them (a notion explored, spiritually at least 
in the lyrics of ‘Gathering’ – see Appendix A10). Instead, the social and 
political standpoints might perhaps necessarily be approached with an 
innovated sensibility: one could come to appreciate the words of Eliot (1982) 
anew. The ‘value’ expressed here is not bound up in an economic frame of 
reference or materiality, but instead relates to experience: 
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“What is to be insisted upon is that the poet must develop or procure 
the consciousness of the past and that he should continue to develop 
this consciousness throughout his career. What happens is a 
continual surrender of himself as he is at the moment to something 
which is more valuable. The progress of an artist is a continual self-
sacrifice, a continual extinction of personality” (p. 39). 
In summary, in its consideration of the second aim and of Bausinger’s (1990) 
concept of the social horizon’s expansion and what this means for a 
contemporary songwriting práxis in the digital world, this sub-section 
necessarily deals with the tension between community and identity 
(Rosenburg, 2000). This is inevitably then reflected in the tension between 
tradition and innovation. Eliot’s (1982) continual extinction of personality is 
salient; it would though be apposite to include the synchronised continual 
extinction of community. 
 
The application of theory regarding the social to my práxis 
In previous similar sub-sections, I have considered how theories concerned 
with the spatial or temporal might be applied to my own práxis. In this sub-
section, I will look at how theories concerned with the social, like Bausinger’s 
(1961), Eliot’s (1982) and Green’s (2008), might be applied to my práxis, in 
order to analyse it and further understand it. I also draw upon other 
songwriter’s views, such as Hinton (1955) to substantiate specific points 
about práxis.  
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The points that Eliot (1982) makes in the conclusion of the previous sub-
section perhaps best underline the importance of my methodological choice, 
its social value and the relevance of exploring the experiential methods 
outlined throughout this particular songwriting process. Such 
autoethnographic performance has allowed the interpretation of culture to 
occur via the cultural refraction of self-reflection, one’s own identity, and 
one’s community identity (Spry, 2001). As for its performance, texts, 
mediums and voices are interwoven into singular and plural narratives for an 
individual exploration that is simultaneously individual and communal, private 
and public (Alexander et al., 2012). The following section looks at how theory 
regarding these notions might be applied to, or have relevance for, my práxis 
in social terms within a digital context, and in terms of education and 
learning. 
This refraction or interweaving of voice in the digital world has the potential to 
develop a socio-political dialogue in an era that might otherwise be seen as 
an era of political hiatus (Best, 2017). Furthermore, that within this hiatus, 
education’s role is critical in the development of this dialogue. Best (2017) 
points out though that the very processes that create the hiatus, like 
Bausinger’s (1990) ‘folklorism’ “manifest themselves in conditions that 
severely limit a person’s ability to exercise their human agency” (p. 203).  
Best’s (2017) points also echo my earlier critique of Green’s (2008) work: the 
lack of explanation of how educators might contest the predatory 
consumerism that students must become hardened towards before they can 
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participate in a restoration of identity through the recognition of the tension 
between tradition and innovation.  
I believe these kind of normative pressures can be resolved, or at least begin 
to be, through ‘arts-based práxes’, or more precisely as I have come to 
expound ‘téchne-based práxis’. Primarily because the práxis involves 
recognising, being sympathetic to, yet interrogating one’s own values and 
working within a mode of folk tradition. 
How might one recognise this folk tradition though? Hinton (1955) suggests 
that “there is no criterion of folk music that will enable us immediately to 
recognise it as such and to separate it from other kinds of music” (p.170). 
Although he goes on to state that it was once the opinion of many scholars 
that “the most active folklore has come from communities having a certain 
amount of isolation - geographic, social, linguistic or religious – coupled with 
a social structure allowing free social intercourse within the bounds of 
isolation” (Hinton, 1955, p. 170). 
Bausinger’s (1961) theory of spatial horizon expansion contested these 
views of isolation being productive of folklore. If one takes stock of how the 
internet has eradicated the conventional restrictions of space and time at 
least with regards to our planet, Bausinger’s (1961) tri-partite theory of 
expansion is all the more germane. In social terms the interplay between 
songwriter and song-listener is in simpatico; digital mediums have 
transformed and closed the distance between audience and creator through 
the growth of media like Twitter, Facebook, Instagram and YouTube.  
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These internet media lessen the gap between the folk and the normative 
tradition’s heroes. These media have become communal powers, but they 
have not become a representation of the demystifying process between the 
artist and the audience. Instead, the homogenising function of folklore that 
Bausinger (1961) predicted has become a dark paragon, dashing any hopes 
that folk songwriters of a political persuasion might have had of the internet 
rather than song being the new conveyance of rebellion. 
Hinton’s (1955) description of folk song though could be used to create an 
alternative view. Although similar to some of Green’s (2008a; 2008b) views 
and an older reference it is still valuable being one of a practising musician. 
Hinton (1955) suggested that music produced under the conditions of folk 
tradition: 
“… is characterized by the lack of any final authoritative versions of its 
songs, and any member of the group may change any song as he 
sees fit. The songs are the property of the whole culture rather than of 
an individual – even though individuals compose them in the first 
place” (p. 171). 
This lack of an authoritative version and recurrent replication is a common 
digital phenomenon online (see the QR Codes presented throughout this 
thesis of White Winter Hymnal as an example). I have 
reproduced particular songs, or others, who share the folk 
culture of ‘the loose kites’ have done likewise, and 
disseminated them digitally, through Facebook for example 
(see the QR code to the right)  . 
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In social terms, I have realised during this process that working with different 
people interests me, the differing qualities, feel, and an overall sound that 
different artists can bring to a new song, offers a new meaning: it is the 
learning of the tension between tradition and innovation. It is clearly my 
‘constellation of loss’ operating on the social horizon. The capability to work 
with musicians beyond one’s immediate locality is for me a happy result of 
the expansion of the folk’s social horizon. It also demonstrates how one of 
the “chief attributes of folk music is its variability; folk singers may treat their 
material with a freedom not often associated with the more literary forms of 
music” (Hinton, 1955, p. 171). This is particularly evident in my back 
catalogue and unreleased recordings, in re-recordings and re-arrangements 
of songs like ‘Something we discovered’ (Poole, 2015; S. Poole, 2017d); 
‘Silver’ (Poole, 1998, 2010); and ‘Flying Saucers’ (Poole, 2014; S. Poole, 
2017a). 
Hinton (1955) goes on to say, “that it must be understood that this freedom is 
the prerogative only of members of the song producing group, for when a 
song is altered by an outsider, it ceases to be a representative folk song of 
that culture” (p. 171). This rather clean-cut approach to the social horizon of 
a particular item is refutable. For example, could it not be indicative of the 
expansion of the social horizon (one might think of the earlier mentioned 
lyric: “the roof, the roof, the roof is on fire...”). Or alternatively, one might 
consider how popularity alone does not indicate a song belonging to the 
normative tradition. 
Simon Poole EdDoc Thesis 
Page 180 of 231 
 
While Hinton (1955) may class himself as an ‘outsider’ in relation to any folk 
music because he viewed his community as not producing a ‘distinct body of 
folk music of its own’ (p.171), I would differ from this opinion. Folk songs do 
“tell us something about the culture that produced it” (Hinton, 1955, p. 171), 
but the changes that a person makes to it are related to the culture too, as 
well as the individual who made the change. Like a dialect, folk songs, 
cultures, and social progress are not bound by a foreign border (see the QR 
code on p. 80 for lyrical content regarding this). They tell us about the 
individual’s values, habits, experiences and prejudices, as well as the folk 
who made the song, and of the relationship between the two. My thinking 
here is best expressed in the words of Archipelagous (see Appendix A4). 
To summarise, I turn again to Hinton (1955), he concludes that he cannot 
sing ‘authentic’ folk music because he believes his performance to be 
innovative, coming from no folk tradition, and that he is just representing 
himself; that taking the traditional approach rather than the innovative one, 
would be destructive to the folk music’s authenticity; suggesting that slavishly 
imitating a style would merely be a caricature. Both approaches here though 
ultimately hold the curator model of folk tradition as the epitome of folk song. 
It is a misappropriation of traditional folk music of the kind Green and her 
critics do not forcibly distance themselves from. Conversely, authenticity is 
one of the predicating notions of the folk cultural mode that ‘the loose kites’ 
hold in high regard. As a clearly important concept for folk practitioners, it 
seems views on what authenticity might mean differ; they can be restrictive 
or liberating depending upon whether the folk cultural tradition is viewed as 
an organic process or to what degree technology is embraced. 
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A brief summary of the learning my práxis allows for 
In terms of what this means for learning, and songwriting, Hinton’s (1955) 
thoughts when he assigns ‘sincerity’ as folk music’s most ‘poignant attribute’ 
(p. 171), is worth bearing in mind. Unlike respect and the other predicating 
notions, this concept did not feature in any of the discussions with ‘the loose 
kites’. Although it possibly could be connected to authenticity. The reason 
though that it has value here, in terms of my práxis and the learning it allows 
for, is the position that Hinton places himself in socially, in terms of the 
relationship he has with his folk culture and the music written or performed in 
the folk cultural mode. 
Hinton (1955) struggles with attributing to himself the status of folk-singer 
(mainly because the material he is dealing with is ‘traditional’ in the purist’s 
sense of the word), I deviate from Hinton’s (1955) thinking. He recognises a 
‘facet of folklore’ that he “can try and preserve intact, and that is its emotional 
content”. Stating that his “desire is to arouse in the audience emotions similar 
to those felt by the ‘original’ folk audience” (p. 171). Forgetting about the 
problematic use of the words original and authentic, this position again 
betrays huge assumptions: that his emotional interpretation is the same as 
previous performer’s incarnations of the performance of the song; that he 
could hope to possibly know how people felt generations ago is a spurious 
suggestion. Inevitably every performer brings something different to a song. 
Participant D recognises and talked about this kind of misappropriation. 
Similarly, I would instead revel in the song. Lines (2005) would suggest that 
in music education one should ‘work with music’, I propose that one plays 
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with it: that loss, challenges, and tensions are exposed. This is the joy of the 
process; that creative composition should happen in the classroom because 
that is folk music. With such a perspective of folk music, music education 
might evade or even challenge the processes that limit agency, that Best 
(2017) speaks of (see p. 170 of this thesis).  
From exploring my own songwriting, I have learnt (and purposely tried to 
avoid) that the main agency limiting phenomenon that occurs in a learner’s 
composing, is one that Green’s (2008) proposed pedagogy indirectly 
supports. This phenomenon is the homogenising effect of the normative 
culture’s mode of tradition. It manifests in multiple ways but is most readily 
recognised in the increased prevalence of particular musical patterns. For 
example, ‘Axis of Awesome’s’ parodic composition ‘4 chords’ (Awesome, 
2011) gives one humorous insight into the normative cultural traditions 
homogenising tendency to use the same four chords (see 
the QR code to the right). This demonstrates tradition 
operating within a cultural mode through the reliance upon 
the familiarity of a pattern. In the interest of increasing the 
likelihood that a song is felt to be familiar by a listener and is consequently 
liked (and bought), normative tradition songwriters, such as Gottwald and 
Martin purposefully use these ever-simplified harmonic arrangements. 
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A perhaps more recent and even more simplified effect of such songwriting, 
because it deals only with the arrangement of a tune rather than harmony, is 
the melodic phenomenon that Metzger (2016) called the ‘millennium whoop 
effect’. In simple terms, it is a melody that oscillates between the third and 
fifth notes of a major scale; usually using a non-verbal expression, e.g. ‘wo-
oh-wo-oh’. Interestingly, this has long been recognised by Western music 
educators as a foundational melodic pattern that babies first experiment with 
when starting to sing (as it resembles the prosody of 
language) (Margulis, 2013), and later certainly becomes a 
familiar tonal interval in children’s nursery rhymes. The QR 
code to the right offers an example of the ‘millennium 
whoop effect’. The song sung by Perry and Snoop Dogg was co-written by 
Martin and Gottwald (Perry, 2010). The melodic effect occurs first of all as 
foreshadowing to the refrains at 51 seconds in; the first chorus is then at 1 
minute, 5 seconds (for a further 50 or more examples, see Metzger, 2017). 
To summarise, my points here result in two propositions for musical learning 
in the classroom. The first is that music educators should resist the 
normative cultural tradition’s canon as it has a proven record of having 
become homogenised and is continuing to homogenise (Serrà, 2012). This 
has a negative impact upon a learner’s social horizons through the effects of 
limiting agency (Best, 2017). It does this not only by worsening the learner’s 
chance of coming into contact with various and variant musical elements, 
styles, techniques, instruments and genres (Serrà, 2012), it is also creating a 
disjunction between the learner and their authentic musical expression. The 
individual or learner has less opportunity to connect with their own identity 
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within a community, despite the learner still being connected in spatial and 
temporal senses. 
In fact, and this is my second point, from the experiences I had in my own 
songwriting, this social dislocation from the spatiotemporal horizons, serves 
to intensify a particular and beneficial sense of loss within one’s feeling of be-
longing. The opportunity to connect in this instance I would suggest is the 
learner’s capacity to create music within the mode of a folk cultural tradition, 
with the tension of innovation and tradition existing in a managed equilibrium. 
Any pedagogy then should be centrally concerned with providing the social 
space for this to happen. 
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Coda: Reflections, Conclusions and Loose Ends 
This final chapter revisits the main reflections and conclusions that can be 
drawn from this thesis. It considers them specifically in relation to the three 
aims, which are concerned with: the theory and practice of songwriting; the 
identity and politics of song; and learning through song. 
This section begins by briefly revisiting the symbiotic significance of digital 
folk culture and learning, which has a relevance to the third aim in particular: 
that of learning through song. The second aim then comes to the fore 
through its relation to the theory of be-longing that has emerged in this 
research. This leads to further consideration of the third and first aims, by 
reflecting on the relationship between informal and formal learning and the 
folk cultural mode; this importantly presents a challenge that faces education 
and folkloric culture, exemplified through the use of the concept Heimat. This 
section then draws to a close through a lengthy consideration that 
contributes entirely to my first aim, which is to understand songwriting theory 
and practice as an alternative way of being in and knowing the world. My 
theories of the ‘constellation of loss’ and ‘be-longing’ in particular detail how 
songwriting practice explores connecting with or knowing the past and one’s 
cultural traditions, in order to engage in a more personally and socially 
meaningful creative practice in the digital world. In all, this section frames 
and clarifies my contribution to pedagigic thinking around an elucidation of a 
folkloristic disposition in the context of education. 
Bausinger’s (1961) three horizons and their expansion form the backbone to 
this research’s understanding of the digital world and digital folk culture. 
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Nowhere does this manifest more than through the internet. The internet is 
not ostensibly a political or institutional tool. It records, documents and 
engages folklife and the experiences of everyday people. Described by 
McNeil “as the world’s largest, unintentional folklore archive” (2015). This 
archive, as a depository of knowledge, like any other, can be a resource for 
learning as much as an object of scientific study. Scientific study, as Dewey 
(1938) points out, results in and expands experience. This experience is only 
educative by virtue of it relying upon: 
“a continuity of significant knowledge and to the degree that this 
knowledge modifies or “modulates” the learner’s outlook, attitude, and 
skill. The true learning situation, then, has longitudinal and lateral 
dimensions. It is both historical and social. It is orderly and dynamic” 
(Dewey, 1938, p.10-11). 
The temporal and social dimensions that Dewey (1938) talks of here, 
together with the third dimension, that of the spatial, form the principle 
concepts that Bausinger (1961) discussed decades ago. They have formed 
the structure and lens through which this thesis has explored. The 
exploration was undertaken from my perspective as a songwriter, but 
importantly one who normally writes as part of a group.  
The research links to creativity concerning individual and group processes 
are apparent and have been questioned within the field for many years. 
Gordon’s (1961) synetics research, for example, published in the same year 
as Bausinger’s (1961) piece, recognised that individual and group creativity 
Simon Poole EdDoc Thesis 
Page 187 of 231 
 
were analogous: the collective influences the individual, who reciprocally 
influences the collective. 
Perhaps the most significant challenge I actually came across in this 
songwriting research was that of working independently from the folk group I 
usually write with; especially the guitarist. As Participant B said of performing 
together, ‘the loose kites’ each lay bare their most innermost desires and 
insecurities to one another in the making of song. I believe that this 
contributes to the creation of the authenticity of folk culture, which is a key 
predicating notion outlined in the discussions with the participants.  
This is linked to the second aim and how songwriting practice generates a 
standpoint that might promote identity formation and broader social 
cohesion; how a folkloric songwriting práxis might in itself represent a 
political standpoint that is concerned with cultural democracy (Wilson, Gross 
& Bull, 2017). It has been shown to be the cultural creativity of everyone 
being held in equal regard; a socio-political space where everyone has the 
“substantive freedom to co-create versions of culture”. 
This communal respect of each other’s feelings as I discussed in the 
temporal horizon, validates each player’s compositional process so that each 
player of the folk group is empowered to write their own parts; there is a 
democratic process to the creativity. Without the communal validation 
(Cropley & Cropley, 2008) of one’s folk group, a confidence in one’s musical 
ability and cultural message seemed to become paramount. I became the 
sole arbiter. I am not used to this and recognise Pillow’s (2003) reflexive 
abyss in it. It is the power relations amongst the folk group that I realise 
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creates the richness of the collective. The identity forming powers and 
politics of song which the second aim of this thesis hoped to explore are 
clearly at work here.  
When it comes to writing my own song, I am still part of my community but 
there is an unnerving lack, a sense of loss, similar to that of my relationship 
with the landscape of Cheshire, the landscape of my youth, parents and 
forebears: it is this that I tried to express through be-longing. 
This relates to the third aim of this thesis directly; that of learning. The sense 
of loss inherent in be-longing can be further explained by another cause: the 
influence and effects of formal education upon the child or learner, be that 
state education or otherwise. In particular how concepts such as Heimat are 
considered (or not) in formal education. To reiterate, Heimat has no direct 
translation but might be considered as a feeling or connectedness to one’s 
mythical or spiritual homeland. 
Bausinger (1990) calls upon Spranger’s (1952) and others, pedagogical 
‘principle of Heimat’, as having relevance against the backdrop of the spatial 
expansion. I would extend this to all three horizon’s expansions. The 
principle suggests that only after educational institutions have participated in 
dissolving the original horizons of a person or community, does Heimat 
consciously lead back to the space once defined by these horizons. This 
applies to all education today, not just rural education, where the principle 
was developed. In practical terms, the traditional goods on which education 
according to the Heimat principle is based, no longer belong to any great 
degree to the child’s environment. Instead, the child now experiences former 
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folk goods almost exclusively in the form of educational goods. This creates 
extremely difficult, apparently barely acknowledged, problems for both 
pedagogy and Volkskunde (folklore).  
In any case, the nature of the Heimat principle must be viewed more 
comprehensively. Perhaps its value no longer lies as much in an organic 
expansion of knowledge as in the transmission of regionally specific 
historical values. Permanent as the experience of Heimat is for the child, 
education can no longer build on a vigorous, undisturbed sense of Heimat 
confined to the immediate environment. However, education can help to 
provide points of orientation for the creation of a Heimat and to develop an 
active consciousness of Heimat, or rather an active consciousness of  
be-longing. This consideration links to the third aim but also the first aim 
because I would suggest here that such an active consciousness can be 
undertaken by the learning through song via the theory, practice and 
methods of songwriting that this thesis presents; particularly that of 
perambulography. 
My theory of the ‘constellation of loss’ and Dundes’ (2005) argument for 
psychological explorations of the social horizon of tradition has salience with 
all of this. The notions of ‘authenticity’, ‘experience’, ‘relevance’, ‘value’ and 
the ‘original’ resurface time and again due to their pertinence to the individual 
and the group. Sartre (1969), like Eliot (1982) and to an extent Dewey 
(1938), upheld that the notion of ‘authenticity’, as well as ‘individuality’ itself, 
had to be earnt rather than learnt. One needed to experience "death 
consciousness" so that one might find what was truly vital: “the authentic in 
our lives which is life experience, not knowledge” (Satre, 1969, p.246). 
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Vygotsky (1987) too, eluded to ideas of creativity being how new sense could 
be brought to a phenomenon’s social meaning, that it was in fact "the 
clarification of meanings and the establishment of values" (p. 67).  
While many of these notions have been tackled to a large degree, it is 
perhaps the notion of ‘original’ that is the fulcrum of the tensions under 
discussion here. As Thompson (2013) points out: “The measurement of ‘how 
original’ a particular piece might be is often held in reverse correlation to its 
connections to the past” (p. 150). This is, in itself, detrimental to a 
contemporary understanding of innovation, especially a folkloric one, if the 
previous discussion of the expansion of the temporal horizon is anything to 
go by; vice versa too, many innovative acts have equivalent predecessors, 
yet it is not concomitant that they are therefore traditional. 
Hinton (1955) epitomises this detrimental perspective. He suggests that a 
“professional entertainer who allows himself to become known as a folk 
singer is bound to have trouble with his conscience” (p. 170). I appreciate the 
ethical dilemma he wrestles with. On the one hand, as a performing artist, 
one might attempt to better one’s práxis through timing and techniques to 
hold the audience’s attention, which will create changes to a song. On the 
other hand, one might, also as an artist, be respectful of ‘authentic’ material 
and processes and question what kind of an impression one is giving of the 
folk music one is playing, again on ethical grounds. 
While I can appreciate this dilemma - I do not agree with it – authenticity was 
one of the factors that the discussions yielded as being a predicating notion 
for the folk cultural mode to exist. Hinton (1955) himself also recognises that 
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other artists will have different excuses and rationalizations. Mine is simply 
that folk music necessarily changes as it is transmitted in order that it might 
remain relevant to the audience and singer. This is the crux of my 
investigation and findings. Hinton’s (1955) dichotomy supports the 
curatorship understanding of folk music: the preservationist approach. The 
type that to my mind kills a culture.  
Handler and Linnekin (1984) recognised how the views of writers such as 
Hinton (1955), Green (2008), and her various critics (Greher, 2008; Heuser, 
2008) perpetuated a major flaw of the orthodox understanding of tradition. A 
flaw that advances a false dichotomy between ‘tradition’ and ‘innovation’, 
suggesting that they are static, permanent and incongruous things. It was 
through my recognition of this as a tension rather than a dichotomy that I was 
most able to consider the third aim of this research: the pedagogical 
ramifications of the processes and practices were illuminated, specifically 
what can be learnt through the experience of a songwriting practice within a 
folkloric paradigm, through the exploration of the tension. 
Geertz (1973) suggests that given the ever-changing nature of culture, 
‘tradition’ and ‘innovation’ can only be considered as interpretative, and 
certainly not descriptive. There can only ever be the ‘original’, in the novel 
sense of the word. Although what ‘original’ means depends upon the 
perspective of the user, as has been discussed. It can be suggestive of the 
new or novel, or it can be imbued with the figurative ‘value’ of the ‘traditional’, 
suggestive that it is old. Proposing that any creative act falls under one or the 
other category, however, generates disjunctions, of the kind that an 
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appreciation of the temporal expansion deals with. The initial disjunction lies 
in the fact that such a polarised conception of ‘tradition’ and ‘innovation’ 
leads to tradition, culture and creative acts being seen as circumscribed 
representational objects, merely comprised of other circumscriptions.  
Consequently, as a creative practitioner, I would be working from a 
fragmentary paradigm where tradition, culture and creative acts and their 
composite parts are thought to have a nature that exists separately from my 
understanding of them. I might and did deliberate for example, over whether 
my creativity was ‘original’, in both senses of the word, or what parts were 
‘authentic’, or of ‘value’, in order to demonstrate how the innovative act or 
product forms part of the greater things I understand to be ‘cultural’ and/or 
‘traditional’ (Handler & Linnekin, 1984).  
Santino (2009) shows this to be a falsehood though as well when he 
distinguishes between emic and etic understandings of tradition. An emic 
understanding focuses study upon a specific culture via its internal elements 
and how they function, rather than via any existing external scheme, which if 
done would form an etic understanding (one might also interpret this as the 
difference between subjective or indigenous understandings, and objective 
or universal understandings). One useful way of understanding emic and etic 
understandings is to think of how the phonemic and phonetic deconstructions 
of words differ. The linguist Kenneth Pike was the first to use the terms in 
1954, he held the view that the means by which linguistic behaviours were 
being understood at the time could be extrapolated to understand culture 
more broadly as the collection of social behaviours.  
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Santino (2009) points out that while an individual or group may consider 
something traditional, it does not necessarily follow that another individual or 
group would. This entirely marries with both, my appreciation of the 
traditional, and ‘the loose kites’ categorisation of their own music as folk. So, 
the deliberation over creativity’s orientation is equally found in the self-
reflective, self-conscious view of folk culture. In calling a creative act 
innovative or traditional, one is knowingly educing how the act or product 
was conceived and also aligning it with the significances of a particular idiom. 
I have come to appreciate how within any creative práxis, or téchne as with 
the folkloric, traditions are self-aware processes and enactments that 
necessarily consider their relations and references; they often consist of 
numerous assumptions, but even more numerous queries regarding identity 
(linking again to the second aim). There are traditions, that are familial, 
religious, and nationalistic; and even occupational traditions and online group 
traditions. The choices I made to actually enact a particular tradition means I 
disregard other traditions. I also decided how I intended to modulate them to 
make them relevant and authentic to myself as a writer and performer.  
Unlike Thompson’s (2013) thoughts though, these celebrations are not 
choices made specifically with future generations in mind. This thinking 
culminates in a significant finding for this thesis: The importance of 
problematizing the prevalent tendency of representational understandings of 
tradition and innovation that attempt to classify and define factors of culture 
via orthodox, and linear understandings of the folk’s horizons and how this 
might provide new understandings of what it is to be a songwriter within the 
mode of the folk cultural tradition.  
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The relevance of Bausinger's (1961) theoretical approach to future studies in 
songwriting or song and learning has the potential to offer alternative 
perspectives. Developing the potential of the first aim of this research which 
is to understand songwriting theory and practice as an alternative way of 
being in and knowing the world, in order to engage in a more personally and 
socially meaningful creative practice in the digital world. The folk singer or 
craftsperson might recognise that the study of tradition has as much to learn 
about innovation, from creativity’s past connections with psychology, as the 
study of innovation does from traditions past connections with notions of the 
original. 
The main summation I have reached from my exploration of the tension 
between innovation and tradition is that a process is productive if it allows 
methods to take their own course within a framework. Both perambulography 
and ekphrastic lyric writing were methods I had not anticipated using. They 
were generated as a means of serving the theoretical approach. Equally, 
they yielded results which could be viewed through a similar theoretical lens 
in order to shed light on the process. The product then “The Walk to Kitty’s 
Stone” is an evocation of that process. 
In the same way that I started this thesis, I would reaffirm that the song is the 
inquiry, the analysis and the conclusion. Defining and delineating one’s 
position on the spectrum of innovation and tradition was a significant starting 
point for my exploration and then seeking to investigate the directions my 
practice could have travelled in was an important further step. I found this 
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helped in maintaining a political equilibrium, in terms of 
the tension between my individual identity and my 
community’s (see the QR code to the right for the final 
ekphrastic lyric regarding this tension).  For myself and 
the kites, we found that this was conducive to the sense of a more 
sustainable, balanced práxes. Having learnt this, Dewey’s (1934) thoughts 
on art and educational practice is reified: “Art, or at least an educational 
practice informed by artistic principles, could repair civilisation’s self-inflicted 
damage, and ‘aid individuals to share in the arts of living’” (Dewey, 1934, p. 
336). 
Innovation then I have come to understand as the choices that I have made 
individually or communally that differentiate a particular outcome from what 
has gone before. Alongside tradition, innovation provides agency in my life. I 
view this agency as political, in terms of it being power, and this was clearly 
articulated and highly regarded by a number of ‘the loose kites’ during 
discussions too. Considering the song’s writing through Bausinger’s (1961) 
horizons demonstrated that it was innovation that allowed the perception of 
how knowledge changes: Not just how innovation might ‘alter’ but how it 
might also, ‘renew’ or ‘return to’. As such it represents what Nicolaisen 
(1980) would call ‘variation in repetition’. A perspective that challenges the 
reductive definition of innovation as being merely the opposite of tradition.  
The methods of perambulography and the writing of ekphrastic lyrics were 
reflective and allowed me to explore and learn the dynamic, interwoven 
horizons; to make meaning through the ‘coming to know’. It also brought to 
light the similarities and subtle differences of informal learning between the 
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folk artist as an individual songwriter and the collective creative processes of 
a folk group.  
To conclude, the thesis draws together some implications for learning, 
pedagogy or music education exposed by songwriting practice undertaken 
within a folkloric paradigm. The recurring predicating notions of the folk 
cultural mode that emerged from the discussions are crucial prerequisites to 
an environment or process if songwriting is to be a meaningful or purposeful 
experience that is conducive to learning (Dewey, 1938). Opportunities to 
collaborate and have individual experiences involving music are 
developmentally as well as modally necessary. Focusing on creating 
experiences that value authenticity and autonomy above all else is also 
necessary if songwriting in the folk cultural mode is to be fostered. The five 
factors which ‘the loose kites’ identify as determining the cultural mode of 
their songs may also contribute to creating the right pedagogic conditions for 
learning songwriting in the folk cultural mode. The factors are: being non-
commercial; being geographically located; having an informal musical 
structure; using certain instrumentation; and most significantly the process of 
songwriting itself. 
As for the last factor, and as previously discussed the most important of the 
factors, I would suggest that the processes of informal learning within the 
mode of a folk cultural tradition are beneficial to music learning in the 
following way. I have learnt, as Bronner (1992) states, that folk práxes 
“represent the complex processes of humans expressing themselves to 
others in ways that carry value and meaning” (Bronner, 1992, p.3). They 
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seem to pedestalise reflection and collaboration, in the creative process, as a 
means of developing social cohesion, community identity, sustainability, 
wellbeing and respect, over money-making, homogenisation, hegemony, and 
the situation of an individual’s specific performance or creative act being set 
aside from the collective precedent. 
The work of Green (2008a; 2008b; 2000c) as considered in the literature 
review in many ways does not take account of these aspects, neither does it 
challenge the predatory nature of capitalism that young people must live 
with. Nor does it recognise that music making, composition and songwriting, 
still often take part collectively and not independently of a master or peer 
group and are very much informed by folk culture and its traditions. The 
interdependence of individual creativity and cultural tradition, however, 
should not be underestimated. Without such interdependence, the former 
would not be recognizable as remarkable.  
In short, folkloric téchne-based práxis might be viewed as a ‘Creative 
Traditionalism’ (Peacock, 1986, p. 351) that promotes innovation, principally 
a cultural innovation that implies change, multiplicity, conflict or 
disagreement, and physicality. I have come to understand an inter-cultural 
dimension of my work which precedes, and resides beneath, popular culture 
and formal education as a folk identity, and like Nicolaisen (as cited in, 
Bronner, 1992; p. 1), I would promote an understanding amongst fellow 
music educators, songwriters and teachers, that champions how individuals 
creatively and strategically, nurture and induce their cultural traditions. 
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Resultant práxes could “be instigated through personalized exploration and 
experimentation” (Clement, 2008, p. 9).  
Having critically reflected upon my práxis, within the context of others, and 
what I have learnt from this, I have discovered a fundamental philosophical 
underpinning that has implications for my future pedagogy. It is to create time 
and space for autonomy. So that autonomy might understand time and 
space in song. It has been through this autonomy that I have come to 
understand the relationships and values I embody in songwriting; specifically, 
how I am connected to a landscape through time(s), and how this generates 
both my individual and community identity; that téchne-based práxis 
underpins my wellbeing and offers benefits in terms of social cohesion. As 
Bragg points out: "At its highest level, a song can make you feel empathy for 
the person who wrote it and respect for the culture they come from - even if 
it's written in a different language” (Awbi, 2018, p. 23).  
Through the reflexive exploration of the manner in which one comes to 
understand music as an autonomous learner, I allowed the individual 
creative folk songwriting to emerge from my everyday struggle with, reaction 
to, and consideration of the interwoven horizons and tensions between 
individual and community, old and new, tradition and innovation (Bronner, 
1986a, 1992, 1986b; Martin, 1990; Mason, 1988). What it was to experience 
learning and living through song in a digital world was explored. The tensions 
were uncovered. They did not find a resolution, but instead generated 
questioning, relinquished the responsibility of authorship to the listener. I 
gave myself licence to understand them and find a personal note and 
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harmony within song and through the concepts of a ‘constellation of loss’ and 
‘be-longing’ as necessary modus operandi of, at least, my práxis. As such, 
these songs are unlikely and to my mind hopefully never will find a resolving 
note.   
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APPENDIX A: QR Links to Ekphrastic Lyrics 
All published in Poole, S. E. (2017). Playing with Ekphrasis. Chester, UK 
1 2     3 
4 5 6 
7   8  9 
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APPENDIX B: QR Links to Perambulographer Videos 
1  2  3  
4 5  6  
7 8  9  
10 11 12  
Simon Poole EdDoc Thesis 
Page 220 of 231 
 
13 14  
 
The following video is the layered graphic score of ‘The walk to Kitty’s Stone’. 
15  
 
The following video was taken at the top of the ridge by Kitty’s Stone during 
the Dawn Chorus: 
16   
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APPENDIX C: Photographs of the Perambulographer 
Construction of the Perambulographer: 
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APPENDIX D: QR Links to audio materials 
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APPENDIX E: Supporting Publications 
Appendix Ei: Informal Music-Making and wellbeing  
Appendix Eii: Psychogeography and wellbeing 
Appendix Eiii: Re/searching for 'Impact' 
Appendix Eiv: Kindly Apparitions: Reflections upon Reflections 
Appendix Ev: An exploration of the tension between tradition and 
innovation 
Appendix Evi: The Lore of the Landscape.  
Appendix Evii: Significant, peer-reviewed and published book reviews 
 
Appendix Ei: Informal Music-Making and wellbeing 
Poole, S., & Sole, L. (2018). Informal Music-Making and Well-Being. In W. 
Leal, P. G. Özuyar, P. Pace, U. Azeiteiro, & L. Brandli (Eds.), 
Encyclopaedia of the Sustainable Development Goals: Transforming 




In order to define the nature of informal music, specifically music making and 
its multidimensional connections with one’s wellbeing, a brief history of how 
music making is understood is first offered in order to delineate associated 
research, and music learning models. It is hoped that this will provide some 
detailed definition of the contemporary context of music making, so that the 
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approach of ‘Universal Design’, amongst others, in the making of music 
might be understood as a paradigm shift that might have benefits for 
wellbeing. Informal music making is in short defined as categorically 
separate from formal music making, but their overlapping and dynamic 
relationship is nonetheless recognised and also further expanded upon. 
Informal music making is also aligned to understandings of the intuitivist and 
rationalist composer. 
 
Appendix Eii: Psychogeography and wellbeing 
Poole, S., Scott, C. & Marichalar-Freixa, E. (2019). Psychogeography and 
Well-Being. In W. Leal, P. G. Özuyar, P. Pace, U. Azeiteiro, & L. 
Brandli (Eds.), Encyclopaedia of the Sustainable Development Goals: 
Transforming the World We Want. New York, US: Springer.  
 
Abstract 
A psychogeographical understanding offers a contemporary view that can be 
concerned with finding personal connections with place; an expression of 
political dissent; an expression of spirituality; or a documentation and 
consideration of a journey. It could also be an amalgamation of any of these 
to greater or lesser degrees. This understanding considers the historical 
significance of the flâneur, the dérive, psychogeography, from the urban to 
the rural, and how it has and will have, significant impact on self-efficacy, 
self-esteem, community, identity, landscape, and above all sustainability 
today and tomorrow. 
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Appendix Eiii: Re/searching for 'Impact' 
The journal article entitled: Re/searching for 'Impact' was published on Dec 




As an exploration of how ‘impact’ might be reconsidered, it is suggested that 
current contemporary understandings of 'impact' fail practice and research by 
obscuring the space for reflexive criticality that is crucial for an individual or 
organisation to flourish. That it thus leads to an already predefined 
enculturated understanding of ‘impact’. Offering some interrogation and 
folkloristic analogy of the meaning of ‘impact’, three brief expositions of 
differing arts-based práxes concerned mainly with reflection and connection, 
are then discussed through the lens of Ricœur’s (Ricœur, Reagan, & 
Stewart, 1978) conflation of the hermeneutical process with phenomenology. 
It is suggested that the implications of restoring, refreshing, or representing 
‘impact’ give license to a personal/professional revitalisation, and that 
reformulating an understanding of ‘impact’ through re/search might offer a 
potential pedagogic tool, and alternative organising feature. Through the 
introduction of inter-disciplinary thinking and práxes, the article offers novel 
arts-based methods for personal, professional and organisational 
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Appendix Eiv: Kindly Apparitions: Reflections upon 
Reflections 
Poole, S. (2016). Kindly Apparitions: Reflections upon Reflections. Lapidus 
Journal - 20th Anniversary Special Triple Edition, Capturing the 
Collective and Connected Spirit of Writing for Wellbeing (Part 3 - 
Individuals Connecting to a Collective Spirit). 1-3. 
 
Abstract 
I think it was Basho the extraordinary Japanese poet that compared his 
infamous journey to the process of writing his poetry.  Remarking that the 
walk was a conversation between ghosts and a ghost-to-be. I think writers 
experience this metaphor frequently. And there is something about the notion 
that appeals to me. Not necessarily in a mystical way, but in a simple, neither 
good, nor bad kind of way: A longing to connect through expression, but not 
in a linear fashion. Instead, like Basho in a way that recognises that we 
should learn how to listen as things often speak for themselves. My current 
research has involved a great deal of reflection upon how it is that I actually 
write, why I write, and what it does to me. Indeed, why I feel I need to do it. I 
realised something after the recent Lapidus day conference where I 
presented a keynote speech that explored tradition and innovation through 
songwriting. I came to recognise a similar kindly apparition: a remarkable 
and unexpected appearance of something (or someone). Like an old friend, 
the roots of my writing – poetry – gave a comforting, patient and knowing 
nod.  
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Appendix Ev: An exploration of the tension between tradition 
and innovation 
Poole, S. (2018). An exploration of the tension between tradition and 
innovation. In L. Martin & N. Wilson (Eds.), The Palgrave Handbook of 
Creativity at Work. Basingstoke, UK: Palgrave MacMillan.  
DOI: 10.1007/978-3-319-77350-6. ISBN: 978-3-319-77349-0 
Abstract 
This chapter will present an exploration of the tension between tradition and 
innovation. Terms and meanings will first be defined and delineated. 
Tradition will be delineated by way of a consideration of folk culture in 
extremis, and innovation by way of a personological understanding of 
creativity, again in extremis. The exploration will take place within a 
framework expounded by folklorist Bausinger in ‘Folk culture in a world of 
technology’ (Bausinger, 1961). By revisiting his concepts, and utilising his 
notions of spatial expansion, temporal expansion and social expansion as 
lenses, I will reconsider folk culture, and the relationships it has with multi-
dimensional topological theories of creativity in a world of digital technology. 
Several tensions extant in the concept of culture have been posited by 
previous writers, such as Elliot (1948), Dundes (Dundes, 2002), and Dewey 
(Dewey, 1938). These tensions are often seen as dichotomies, divisions or 
contrasts, which are represented as being opposed or entirely different, as a 
binary construct. Such constructs might serve the creative practitioner better 
if reframed instead as spectrums of tension. These two extremes, existing in 
a state of equilibrium, might benefit the creative practitioner, creative act and 
culture and society more broadly.  
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Exploring these tensions, will make help contribute to the themes and 
discourses of creativity and culture. Reconsidering each expansion will in 
turn present new perspectives and ways forward, through the examination of 
the supposed tensions, and the values and ideas that each expansion deals 
with. The chapter concludes with thoughts on what the ramifications of these 
tensions might be; and on the implications for future creative and traditional 
practice: I am mindful here of the purpose of Bausinger’s original concepts 
concerned with uncovering new folkloric perspectives and potential 
standpoints. The chapter therefore has three aims, first to propose an 
alternative way of being, and knowing the world, that suggests by connecting 
with, or knowing the past and our cultural traditions, practitioners, 
professionals or workers can engage in a more personally and socially 
meaningful creative practice in the digital world. A secondary aim is to reflect 
upon how this standpoint promotes identity formation and broader social 
cohesion. And, finally how it might in itself represent a folk realpolitik. 
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Abstract 
In this article, Simon provides food for thought as to the use of folk narratives 
about landscape in geography. 
This article brings together two separate threads –geography and folklore – 
to consider specific geographical features. Inspired by the phrase ‘Owd Ma, 
brought tha bowder down in ’er pinny’ from my home region of Cheshire. 
Simon Poole EdDoc Thesis 
Page 230 of 231 
 
Specifically, the region where the magical sandstone ridge divides the county 
in two like a sedimentary backbone. 
Folklore is an aspect of culture that is often forgotten, yet it permeates every 
community and individual. Like an accent or dialect, folklore is always 
regionally located: it lives organically within and as part of our cultures. It 
changes as time passes, sometimes dying and at others being created or 
reborn, but always carrying an individual or community’s identity. Folklore is 
a people’s cultural inheritance and, as an oral tradition, it is passed on and 
exists as myths, legends, ballads, dialect, and as folktales). This article is 
concerned with the latter: the folktale. 
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